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The publication of Don Quixote (1605, 1615) impacted significantly the dynamics 
of Western literature. The renowned novel, which builds upon a considerable number of 
characters and episodes, is considered one of the most read and most analyzed pieces of 
literature in the world. This novel opens a wide platform for socio-political criticism, 
religious and cultural discussions, and literary analyses. For these reasons, critics read 
and study, and writers mention and imitate Cervantes’ novel up until today. A multitude 
of significant novels written by a variety of eminent authors share characteristics with 
Don Quixote, and thus become “quixotic.”  
Quixotic characteristics are usually derived from an episode, an action, or simply 
certain traits of the protagonists or the secondary characters of Don Quixote. Therefore, 
quixotic novels are considered to be grounded directly or indirectly, consciously or 
unconsciously, in Quixote (Mancing). Nonetheless, many readers may encounter 
characters in various works who imitate Don Quixote in specific ways. These characters, 
who are defined by their quixotic aspects, become “re-accentuated.” The concept “re-
accentuation” is first introduced in M.M. Bakhtin’s The Dialogic Imagination. Bakhtin 
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states that the image of Don Quixote has been re-accentuated multiple times and in 
multiple ways, just as the novel itself has been interpreted in different ways throughout 
history. Based on Bakhtin's statements, I define re-accentuation in literature as the 
changing or altering of an original character’s perceived image and the placing of it in a 
different context. The concept of "re-accentuation" can be an essential asset to the 
scholarship of the study of quixotic works in literature. I see this term and definition as 
new contributions to Cervantine scholarship, contributions that will help classify 
previously known quixotic concepts more clearly. 
I propose that to re-accentuate a character, one must have a fixed image of certain 
aspects of the original character. For example, there is a series of images of Don Quixote 
that facilitate re-accentuating the character. Four stand out: the image of 1) the reader, 2) 
the dreamer, 3) the adventurer, and 4) the lover. An example of a re-accentuated Don 
Quixote is Emma Bovary, the protagonist of Gustave Flaubert’s novel Madame Bovary. 
Emma dreams about a new life, filled with love; her adventures begin in result of her 
inspiration to find real love; and, of course, most of her ideas come from the books she 
reads. Another clear example is Monsignor Quixote, protagonist of Graham Greene’s 
eponymous novel, who enjoys reading religious books and philosophy, who is also a 
great lover of truth, begins having adventures on his way to Italy, traveling with his 
“squire” Zancas (Cervantes’ Sancho Panza re-accentuated) in his old car Rocinante (a 
mechanical re-accentuation of Don Quixote’s horse). 
In my dissertation I propose a new approach for categorizing Cervantes’ literary 
heritage coming especially from Don Quixote. It is common among scholars to use 
various terms to describe one broad concept that includes characters, literature and 
ix 
narrative techniques adapted from Cervantes. While there is a great number of works 
derived from Cervantine novel, there is also a big overlap among descriptive adjectives 
meant to specify works, characters and techniques. For example, novels derived from 
Quixote are referred to as quixotic, Cervantic, and Cervantine. I define these terms and 
suggest a new classification of Cervantine works, quixotic works, traits or characters, and, 
of course, re-accentuated characters. With this in mind, I put more stress on re-
accentuated Quixotes in European, North American and South American novels.  
Each new re-accentuated character makes a new returning and, as asserted in my 
title, this returning is a “homecoming festival” in another context (Bakhtin). The 
homecoming festivals of re-accentuated Don Quixotes are celebrated in Henry Fielding’s 
Joseph Andrews, Jane Austen’s Northanger Abby, Scott F. Fitzgerald's Great Gatsby, as 
well as the previously mentioned Madame Bovary, and Monsignor Quixote. Most, if not 
all re-accentuated Quixotes appearing in these and other novels serve to introduce, 
criticize, suggest, and oppose different themes and topics, mostly depending on socio-




There is need of a book showing in detail that  
every novel bears Quixote within it  
like an inner filigree, in the same way as  
every epic poem contains the Iliad within it 
 like the fruit its core. 
~ José Ortega y Gasset, Meditations on Quixote 
 
Don Quixote, written by everybody, read by everybody. 
~ Carlos Fuentes, Don Quixote, or The Critique of Reading 
 
A great deal has been said and written about the eminent Spanish writer Miguel 
de Cervantes. The heritage that he has left behind is immense. More than four hundred 
years later after the publication of the first and second parts of Don Quixote (1605 and 
1615), lectures are being delivered analyzing and criticizing his manuscripts, and articles 
and books are being written about his most and least popular works. Every scholar, non-
fiction or fiction writer, amateur or experienced literature lover can agree that the reading 
of Don Quixote, Cervantes’ most revisited work, has been of undeniable influence on the 
development and the dynamics of the World Literature.1 Not only has Don Quixote been 
                                                 
1 The Western part of the world, including Europe, North America and South America, 
has demonstrated deep influence of Don Quixote, produced more scholarship and 
criticism on Don Quixote, exhibited more profound interest in reading and translating the 
novel, and has more evidence of direct references to the novel. The African Continent 
and the Eastern hemisphere of the globe have also been influenced by the Spanish novel. 
The examples are vast: The Moor’s Last Sigh by Salman Rushdie, the English-Indian 
novelist and essayist shows direct influence of Don Quixote. South African author J. M. 
Coetzee’s Age of Iron contains various quixotic aspects. There are also movie, theater, 
and art adaptations of Quixote based on the well known work of Cervantes. 
2 
one of the most translated works in the world, and one of those works with incredibly 
large number of editions, it is also one of those novels that are still used as a textbook, as 
a guide to writing techniques, as a peculiar bibliographic reference of older works, and as 
a manual of the Golden Age Spanish popular culture, food, music, traditions and daily 
life. Don Quixote is a true novel that presents the multi-faceted nature of life. Robert 
Alter suggests that “[t]he novel begins out of an erosion of belief in the authority of the 
written word and it begins with Cervantes” (Partial 3). Although Cervantes’ 
accomplishments in writing a novel are well-known among literary scholars, there are 
still academics who believe firmly that the rise of the novel did not begin with Don 
Quixote, but such English novels as Pamela (1740), Joseph Andrews (1742), Tom Jones 
(1749), and others.2 Leslie Fiedler calls Samuel Richardson the first inventor of the true 
novel (189). Ian Watt hurries to label Defoe, Richardson and Fielding as the founders of 
the European novel, completely overlooking the fact that, for example, Fielding states 
that he wrote Joseph Andrews intending to imitate Cervantes.3 
                                                 
2 Ralph W. Rader, for example, is convinced that Pamela does not only establish 
chronological priority in the history of the novel, but also enables and conditions 
“influence on the whole subsequent development of the form” of the novel (74). 
3 Questioning Watt’s remarks on the rise of the novel, Alter states: 
In mid-eighteenth-century England, where the explicit imitation of 
Cervantes is most abundantly evident, Fielding puts interpolation to 
similar use though in a far more symmetrically fashioned narrative design, 
while Smollett, brilliant backslider in the art of the novel, uses the naïve 
device with untroubled naiveté. Beyond them (in every sense of the 
preposition), Sterne insists on the ultimate implications, aesthetic, 
psychological, and epistemological, of telling stories within stories, being 
in this as in most other respects the great jusqu’au boutiste of the self-
conscious novel. (Partial 31) 
3 
Critics who favor the English writers of the eighteenth century as the first 
novelists, are ignoring various important aspects that make up a novel. Mikhail Bakhtin 
explains the emergence of the European novel by dividing it into two lines. He begins 
with a definition of what a novel is, saying that 
the novel is a multi-layered genre (although there also exist magnificent 
single-layered novels); the novel is a precisely plotted and dynamic genre 
(although there also exist novels that push to its literary limits the art of 
pure description); the novel is a complicated genre (although novels are 
mass produced as pure and frivolous entertainment like no other genre); 
the novel is a love story (although the greatest examples of the European 
novel are utterly devoid of the love element); the novel is a prose genre 
(although there exist excellent novels in verse). One could of course 
mention a large number of additional “generic characteristics” for the 
novel similar to those given above, which are immediately annulled by 
some reservation innocently appended to them. (Dialogic 8-9) 
The first line encompasses prosaic works that include adventure, chivalric, 
pastoral, sentimental and other novelistic genres. In this line, the characters are usually 
flat, seldomly exhibit self-growth,4 and are usually monologic, as opposed to dialogic. 
                                                 
4 Humberto Maturana and Francisco Varela in their Autopoiesis and Cognition: The 
Realization of the Living, have coined a very essential term: autopoiesis. The word is 
derived from Greek and means self-construction, self-production. Although in Maturana 
and Varela’s definition autopoiesis is biological, I find its linguistic meaning and value 
extremely useful in literary analysis, as in numerous novels, the protagonists (and 
secondary characters) are shaped through autopoiesis (the process of self-realization and 
self-growth). If we looked at Don Quixote’s autopoietic journey, we would see his 
transformation from a simple hidalgo to an insane reader, from insane reader to a fake 
4 
Contrary to the first line of the European novel, the second line represents post-
Renaissance literary production. Here, the novelistic genre becomes more dialogic, 
heteroglot, and polyphonic.5 It is important to note that not all post-Renaissance fictions 
are novels. Sentimental romances, for example, do not cease in production after the 
seventeenth century. Therefore, the novel, as a literary genre, is not simply a post-
Renaissance phenomenon created by one or several authors. This genre has developed 
into its modern form and meaning thanks to various platforms made available by early 
writers.  
Don Quixote is one of the first works to prepare the way for the novel. It 
represents the form of the novel as we are used to reading now. It conveys polyphony 
(various voices in the text), dialogism (reciprocal discourses), heteroglossia (blending of 
world views: fiction and reality), autopoiesis (conscious and cognitive development of 
Don Quixote, Sancho Panza, and other characters), and carnival (mixed identities and 
                                                                                                                                                 
knight errant, from fake knight errant to the knight of la Mancha, and from the acclaimed 
knight back to the simple hidalgo, Alonso Quijano. Autopoietic novel, therefore is related 
to but not the same as Bildüngsroman. I see the development of the character of a 
Bildüngsroman as monologic, usually imposed on him or her by the circumstances. On 
the contrary, autopoiesis occurs consciously and by choice. A good example of a 
character of a Bildüngsroman in comparison with Don Quixote’s autopoiesis would be 
Lazarillo de Tormes, a Spanish picaresque novel published anonymously in 1554. In this 
work, Lazarillo, the protagonist, grows from a pícaro into a man of middle class. 
However, Lazarillo’s personality, unlike Don Quixote’s, is not consciously evolved or 
directly affected by each adventure that the hero undergoes. Lazarillo, although a 
protagonist of a picaresque [Bildüngsroman] work, falls short of conscious and 
answerable steps leading to the development of his cognitive self.  
5 Dialogic, heteroglot, and polyphonic are literary [and linguistic] terms introduced by 
Bakhtin. These concepts refer to characters and works that are non-monologic, have a 
multiplicity of voices, opinions, occurrences, and all of these concepts are reciprocated. 
5 
masks).6 It also introduces metafiction to the genre of the novel by including poems, 
songs, letters and short stories in its long narrative space.7  
A key reason for the influence of the novel is, of course, its main character. As 
Nabokov noted:  
Don Quixote is greater today than he was in Cervantes’s womb. He has 
ridden for three hundred and fifty years through the jungles and tundras of 
human thought—and he has gained in vitality and stature. . . . He stands 
for everything that is gentle, forlorn, pure, unselfish, and gallant. The 
parody has become a paragon. (Lectures 112) 
As the vehicle for this character, the novel became the culmination of all previous 
literary production in the [attempt to] form of a novel. This novel lives in the great time8 
                                                 
6 Mancing points out that although Cervantes’ work is a culmination of styles, techniques 
and characters of previous works, it still stands out as a unique piece and a representative 
of what we call a modern novel. As he asserts:  
Though we can identify in Cervantes’ novel all the character-types, motifs, 
themes, structures, devices, and much more from earlier Spanish chivalric, 
pastoral, picaresque, and other kinds of fiction, popular and erudite poetry, 
and various kinds of theater, Don Quixote is clearly more than that. 
(“Bakhtin” 152) 
Wilson sees Cervantes’ novel as a work that emerges from “polyglot energies” (54). 
7 Alter asserts: 
Although novelists were by no means the first writers to recognize clearly 
the fictional status of fictions, I think they were the first—and Cervantes 
of course the first among them—to see in the mere fictionality of fictions 
the key to the predicament of a whole culture, and to use this awareness 
centrally in creating new fictions of their own. (Partial 3) 
8 The concepts of great time and small time are introduced by Bakhtin. The first refers to 
the absolute concept of time, since its abstract beginning to its abstract end. Small time 
refers to the recent past, present, and the foreseeable future time. Bakhtin suggests that 
the “works break through the boundaries of their own time, they live in centuries, that is, 
in great time and frequently (with great works, always) their lives there are more intense 
and fuller than are their lives within their own time” (Speech 4). 
6 
of the literary production, and its literary meaning revives each time a new work shows 
concepts grounded in it.  
My work derives from a reading of novels that resemble Don Quixote in style, 
form and content. I focus mostly on characters that share a similar nature with the 
protagonist of Cervantes’ masterpiece, thus becoming a re-accentuation of Don Quixote. 
From this point on, I explain the choice and meaning of the title of this work, define the 
Bakhtinian term re-accentuation, and present an analysis of select quixotic novels in three 
geographic areas: Europe, English Speaking America and Latin America.  
“Homecoming festivals” is one of the many new literary and linguistic concepts 
found in Mikhail Bakhtin’s work. In his Speech Genres, the Russian thinker refers to 
concepts that never lose their meaning. According to Bakhtin, we humans keep recycling 
every concept, meaning, thought, and object. He claims that over half of our utterances 
are borrowed from others and are not unique. Also, everything that the human world 
produces is based on something previously introduced. Every time we return to a 
previous concept or a meaning, we assure its revival in a different context. The revival of 
any meaning is referred to as its “homecoming festival” (Bakhtin, Speech 170). Literature 
that has been grounded in Don Quixote helps make the novel’s revival constant. Each 
time the novel or its protagonists enter a renewed context, they celebrate their 
homecoming festivals.  
Since there are numerous literary works that allude to Don Quixote, cite passages 
from it, adapt the protagonists to their contexts, Cervantes’ novel enters the world of 
those novels whose homecoming festivals are celebrated repeatedly, in all the corners of 
the globe and in all periods of time. Don Quixote perhaps is the most generative work of 
7 
all time, and the protagonist of the novel, therefore, the hero with a thousand of faces 
(Campbell). 
Each transformation of Don Quixote converts its main character into a new being, 
a transformation that I will further refer to as re-accentuation. Re-accentuation is a term 
first coined by Mikhail Bakhtin. Although Bakhtin’s mention of the term is subtle and 
usually overlooked by literary and linguistics scholars, it opens a platform of vast 
possibilities of interpretation and proves to be essential in comparative literary studies. 
Re-accentuation, according to Bakhtin, can be of various types. He mentions four of its 
major uses: linguistic and discourse re-accentuations, as well as re-accentuations of 
characters and novels. Linguistic re-accentuation is the “re-formulation and the loosening 
up of high symbols and positions” (Bakhtin, Dialogic 408).9 In linguistics, this is an 
obvious and a common notion. Bakhtin then defines discourse re-accentuation as a notion 
that occurs when the hero of a certain work exhibits a discourse fused with the one of the 
author. This fusion generates parody. One of the greatest examples of parodic re-
accentuation of discourse can be found, again, in Don Quixote. When Don Quixote and 
Sancho are at the house of the Duke and the Duchess, they meet Countess Trifaldi, who, 
in a failed attempt to imitate the eloquence of Don Quixote, greets them in a pseudo-
sophisticated manner using superlatives.  
—Confiada estoy, señor poderisísimo, hermosísima señora y discretísimos 
circunstantes, que ha de hallar mi cuitísima en vuestros valerosísimos 
pechos acogimiento, no menos plácido que generoso y doloroso; porque 
                                                 
9 For example: áccent, accéntuate. The accent changes its position and falls on a different 
vowel due to an addition of a suffix to the root of the word.  
8 
ella es tal, que es bastante a enternecer los mármoles, y a ablandar los 
diamantes, y a molificar los aceros de los más endurecidos corazones del 
mundo; pero antes que salga a la plaza de vuestros oídos (por no decir 
orejas), quisiera que me hicieran sabidora si está en este gremio, corro y 
comañía, el acendradísimo caballero de don Quijote de la Manchísima, y 
escuderísimo Panza. (Cervantes, II 347). 
[“I am confident, most powerful lord, most beautiful lady, most discerning 
company, that my most grievous affliction will find in your most valiant 
bosoms a refuge no less serene that generous and pitying, for it is such that 
it would be enough to soften marble, and dulcify diamonds, and bend the 
steel of the hardest hearts in the world; but before I bring it to your hearing, 
so as not to say ears, I would be most happy if you would tell me if in this 
group, circle, and company there is to be found that most unblemished 
knight Don Quixote of La Manchissima, and his most squirish Panza.” 
(Cervantes 705-706)] 
Sancho, listening to her, rushes in to reply:  
—El Panza —antes que otro respondiese, dijo Sancho— aquí está, y el 
don Quijotísimo asimismo; y así podréis, dolorosísima dueñísima, decir lo 
que quisieridísimis; que todos estamos prontos y aparejadísimos a ser 
vuestros servidorísimos. (Cervantes, II 347)10  
                                                 
10 Given that my dissertation is based on context and content, and this is the only instance 
where a linguistic comparison and understanding is necessary, there are no further direct 
references to the original texts. All quotations from works written in languages other than 
English will appear in translation. 
9 
[“Panza,” said Sancho before anyone else could respond, “is here, and 
Don Quixotissimo as well, and so, most dolorous duennissima, you can 
say whatever you wishissima, for we’re all ready and most prepared to be 
your most servantish servantissimos.” (Cervantes 706)] 
Sancho parodies Countess Trifaldi’s discourse, re-accentuating her superlatives 
and applying them not only to adjectives but to nouns and verbs as well.  
Re-accentuation of characters is related to parody as well.11 However, there are 
several aspects that set parody and re-accentuation apart. Re-accentuation in literature is 
the changing or altering of an original character’s perceived image and the placing of it in 
a different context. I propose that to re-accentuate a character, one must have a fixed 
image of those aspects that make up the character as a whole. Re-accentuation is related 
to, but never quite the same as, concepts such as re-writing, re-creating, re-inventing, re-
interpreting, and re-contextualizing. For example, it is different from mere re-writing. By 
simply re-writing a character, the author cannot achieve uniqueness, because the context 
of the representation of the original and the newly created characters remains the same. 
“Pierre Menard, Author of Don Quixote” by J. L. Borges is a brilliant illustration of the 
concept of re-writing. The narrator, who wants to achieve a more unique narration of 
Cervantes’ Don Quixote by writing it down from his memory, finds himself unable to do 
so. He simply re-creates the novel as it is, repeating every word that Cervantes wrote. 
Context plays an immense role in the process of re-accentuation, as the character, even if 
                                                 
11 Also, re-accentuation is related to adaptation. And although adaptation mostly refers to 
novels-movies, movies-shows, literature-art, etc., re-accentuation occurs mainly within a 
genre. Like adaptation, re-accentuation is “not simply repetition; there is always a 
change” (Hutcheon, Adaptation 176). 
10
 
some of its characteristics appear to be re-written, represents a new world, and delivers a 
new message.  
Parody, as mentioned, is a literary concept that is relative to re-accentuation. 
Linda Hutcheon, in her Theory of Parody, explains in detail what parody is, and how it is 
related to imitation and “trans-contextualization.” She claims that parody is a type of 
imitation, “but imitation characterized by ironic inversion, not always at the expense of 
the parodied text” (Hutcheon, Parody 6). Parody, as she sees it, is a “formal or structural 
relation between two texts” or in “Bakhtin’s terms . . . a form of textual dialogism” (22). 
Nonetheless, Bakhtin sees parody as “an intentional dialogized hybrid,” a concept that 
already implies different contexts and a response to the act being parodied (Bakhtin, 
Dialogic 76). Parody, Hutcheon asserts, does not always carry the purpose of conveying 
satire. This notion can generate ironic inversion or criticism, but not necessarily present 
laughter or ridicule (Hutcheon, Parody 6). “In addition to mocking, however, parody may 
be used to salvage and revitalize,” which is the true case of the chivalric parody presented 
in Don Quixote, and most of the parodic literature derived from Don Quixote (Scham 81). 
Parody and imitation are strongly related to each other, one grounded in a previous work, 
and the other deriving from a previous work.12 However, it is important to note that 
“parodied genres do not belong to the genres that they parody…” (Bakhtin, Dialogic 59).  
                                                 
12 It is perhaps also viable to relate parody and imitation to influence, since most works 
show influence from another work, and not necessarily parody the previous work or 
imitate the work consciously. Turkevich suggests that “[a]n influence may be positive or 
negative, and may act directly or inversely. The positive effect is far more usual. It occurs 
when an author, favorably impressed by some feature of an earlier work, uses it 
consciously or subconsciously in his own” (x). On the other hand, Bloom sees influence 
as if there were “no texts, but only relationships between texts” (Map 3). 
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In her work, Hutcheon refers to Bakhtin various times, but fails to bring forth 
several important and relevant concepts, among them the notion of re-accentuation. I 
perceive parody, imitation and re-accentuation as concepts that can easily be used 
interchangeably, as there is a subtle difference that distinguishes them from each other. 
For example, I see Ken Mitchell’s Donny Coyote (2003) as a parody of Cervantes’ Don 
Quixote with a protagonist imitating heroes from comic books. The author grounds all his 
characters and ideas in Don Quixote. In the novel, not only the characters allude to the 
characters of Cervantes’ novel, but objects, notions, ideas and even the plot. In this sense, 
the parodic novel of Mitchell complies with the definition of the re-accentuated novel of 
Bakhtin. According to Bakhtin, a novel is re-accentuated when it comprises in several re-
accentuated components, like language, discourse and characters. An imitation, on the 
other hand is similar but not quite the same as parody. If we look into the notion of 
imitation and parody through the scope of Bakhtinian theories, it will be obvious that 
parody is generated from a novel previously written, and imitation is simply a derivation 
of certain aspects of a novel. For example, the novel of Henry Fielding, Joseph Andrews, 
that I discuss in detail in Chapter 1, is a brilliant depiction of a novel imitating Don 
Quixote. As Fielding himself asserts, his novel is an imitation of Cervantes’ work. If 
analyzed closely, the novel, although utterly quixotic, stands as a distinctive piece of 
literature. Although various characters share traits with the characters of Don Quixote, 
they are not a “trans-contextual” copy of Cervantine heroes.13 Novels that are a parody of 
                                                 
13 It is according to Hutcheon that “[p]arodic ‘trans-contextualization’ can take the form 
of a literal incorporation of reproductions into the new work . . . or of a reworking of the 
formal elements . . .” (Parody 8). 
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Don Quixote always present a re-accentuated character of Cervantes’ novel. On the 
contrary, novels that imitate Don Quixote do not always exhibit a protagonist imitating 
the Manchegan hero.14 To write an imitative or a parodic work with re-accentuated 
characters, the writer has to be aware of the universal image of the hero. For example, to 
re-accentuate Don Quixote, there is need to recognize the most imminent traits that define 
the fictional character of Cervantes. There is a series of set images of Don Quixote that 
facilitate the re-accentuations of this character. Four stand out: the image of 1) the reader, 
2) the dreamer, 3) the adventurer, and 4) the lover. Only the presence of most of these 
quixotic traits in a newly created character and context can generate re-accentuated 
Quixotes.  
The trait of the reader is a very common trait exhibited in various characters. 
Usually this feature is developed from the obsessive interest and dedication to a certain 
genre. Don Quixote, as known, is a huge fan of chivalric romances. However, his reading 
interests are not only limited to books pertaining to this genre. As is seen in the episode 
of the burning of Don Quixote’s books, his library is full of works of various genres. Also, 
the trait of the reader is not only limited to the act of reading, but also making sense and 
using the read material in life. As seen throughout Cervantes’ novel, Don Quixote is 
deeply influenced by the works that he reads. Consequently, the books that he reads turn 
                                                 
14 For example, it is well known that Russian poet Pushkin was fascinated by his reading 
of Cervantes’ novel, and had commented to his friend Gogol that he needs to write a 
novel imitating the novel of Cervantes and presenting a character similar to Don Quixote. 
Gogol does write a novel, and titles it Dead Souls. His novel, although written imitating 
the novel of Cervantes, does not introduce a re-accentuated quixotic character. His 
protagonist Chichikov is rather an anti-Quixote than a re-accentuated Quixote in the 
Russian context of the nineteenth century (Turkevich 48). 
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into a lifestyle for him. That is to say, he intends to embody the image of the fictional 
characters in the real world. As an obsessive reader, Don Quixote often fails to 
distinguish between the fictional and the real world.  
The trait of the dreamer represents the unrealistic and idealized vision of a 
character. Alonso Quijano, a simple hidalgo who has read various novels, sets off on the 
roads of la Mancha with an intention to do good in the world with his newly adopted 
identity. He perceives himself as a knight errant, adapts the archaic style from his favorite 
characters of chivalric romances, chooses a lady worthy of his love, gets a squire and 
leaves home to fulfill his dreams. His irrational perception of himself and the surrounding 
world forms an exaggerated positivism, which in turn affects his interpretation of the 
consequences of his actions. Don Quixote refuses to see a possibility of failure, and 
undergoes a number of adventures only with an expectation to have a positive outcome.  
The trait of the adventurer is perhaps the strongest and the most developed 
characteristic of the Spanish knight-errant. Don Quixote is not afraid of anything that 
arises in front of him. He has strongly shaped ideas and follows them religiously. 
Although most of the adventures that Cervantes’ protagonist undergoes end in a disaster, 
the determination and the motivation Don Quixote possesses hardly ever recede. It is 
through various adventures that Don Quixote is able to convince other character into 
seeing and accepting his new identity. The re-accentuation of this trait in another 
character is usually blind, obsessive and overambitious. 
The trait of the lover that Don Quixote holds is romantic, gentle, idealistic and 
loyal. Dulcinea, although physically absent and voiceless in Cervantes’ novel, stamps her 
presence in the mind of the Manchegan knight. Don Quixote’s love for Dulcinea is pure, 
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unconditional, loyal and unequivocal.15 This woman is presented to be Don Quixote’s 
muse and protector. To some extent, Dulcinea equals God in the eyes of Don Quixote, 
especially when the latter evokes her name (in a way, prays to her) before taking part in a 
dangerous adventure. Most re-accentuated Quixotes tend to depict the trait of the lover 
closely linked to Cervantes’ descriptions.  
The traits of the reader, the dreamer, the adventurer and the lover are the main and 
the most developed characteristics that define Don Quixote. Protagonists of novels that 
are grounded in Don Quixote exhibit similar traits. The re-contextualization and the re-
embodiment of these and other characteristics compose a re-accentuated Quixote. An 
example of a re-accentuated character of Don Quixote is Emma Bovary, the protagonist 
of Gustave Flaubert’s novel Madame Bovary (1856), a novel discussed in detail in 
Chapter 1. Emma dreams about a new life, filled with love; her adventures begin as she is 
inspired to find her ideal love; and, of course, most of her ideas come from the books she 
reads. Another clear example is Monsignor Quixote, protagonist of Graham Greene’s 
eponymous novel (1982), who enjoys reading religious books and philosophy, who is 
also a great lover of truth, begins having adventures on his way to Italy, traveling with his 
“squire” Zancas (Cervantes’ Sancho Panza re-accentuated) in his old car Rocinante (a 
mechanical re-accentuation of Don Quixote’s horse). A more detailed description of 
Monsignor Quixote follows in Chapter 4.  
                                                 
15 There are, however, instances where Don Quixote shows interest toward other women. 
However, these feelings never have a chance to fully evolve into love or even infatuation. 
See note 114 for more. 
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While the artistry of re-accentuation might prove viable and valuable not only in 
references to quixotic novels, I find this notion extremely crucial especially in the rich 
scholarship of the Cervantistas. As noted, most works that are grounded in Don Quixote 
are referred to as “quixotic.” According to Mancing quixotic novels are the ones 
“grounded directly or indirectly, consciously or unconsciously, in Don Quixote” (“Don 
Quixote” 412). On a side note, quixotic novel and quixotic characters give birth to 
quixotism, which Matooka defines as “a parody of reason, satirizing rational authority as 
a political fiction only as rational as the authority of Don Quixote’s lance” (2).16 A 
quixotic novel “most typically is one that involves a character who has some of those 
qualities we associate with Don Quixote and/or displays an innovative, postmodern, 
narrative self-awareness that places a work in juxtaposition to Cervantes” (Mancing, 
“Don Quixote” 397). Garrido Ardila gives a list of characteristics that make a novel 
quixotic, several of them being 1) an incorporation of a quixotic protagonist, 2) imitation 
of characters, especially of Don Quixote and Sancho, 3) comical irony, 4) parodic and 
satiric character, 5) narrative techniques, among various others (Cervantes 55). However, 
novels and characters grounded in Don Quixote are not only referred to as quixotic. In his 
novel Tristram Shandy (1759), Laurence Stern, for example, calls novels and notions 
derived from Quixote Cervantic[k]. In scholarship, Cervantic and quixotic often come up 
as Cervantine or Cervantean as well. Garrido Ardila, for instance, refers to parodic and 
quixotic novels as Cervantean. According to him, The Female Quixote (1752) and 
                                                 
16 And while the adjective “quixotic” is applied to any comportment of Don Quixote, 
“quixotism” is simply used to oppose the term “cervantism.” It takes away the authorial 
discourse and gives preference to the hero rather than his creator (Canavaggio 159).  
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Northanger Abbey (1818), among other novels, are Cervantean, since they are a clear 
parody of Don Quixote and re-contextualize various aspects of Cervantes’ novel 
(“Influence” 15-16). So, the concept becomes extremely confusing when some call a 
novel quixotic, others call it Cervantine, Cervantean or Cervantic, when a character or a 
theme is quixotic or Cervantic, and to all, there is the addition of the notion of re-
accentuation. I suggest that characters who show traits adapted from Quixote, as Bakhtin 
has coined the term, be referred as re-accentuated. Novels and characters, that 
demonstrate influence of Cervantes’ novel, as Mancing and Garrido Ardila have stated, 
should be referred to as quixotic. And finally, Cervantine are the works that exhibit ideas, 
occurrences, techniques and concepts adapted from any work of the Spanish writer. 
Obviously, re-accentuated characters, quixotic novels and characters, and Cervantine 
works are not mutually exclusive. A Cervantine work can be quixotic and incorporate re-
accentuated characters, like, for example, The Female Quixote. Usually, most novels that 
imitate Don Quixote have Cervantine aspects, exhibit quixotism and convey re-
accentuated characters. However, there are novels that introduce re-accentuated quixotic 
characters but fail to grow into a Cervantine work. An example of such a novel would be 
Yo el Supremo (1974) by Roa Bastos. The novel introduces a re-accentuated Don Quixote 
and Sancho Panza, but does not evolve into a work solely influenced by Cervantes’ ideas. 
With this in mind, the following chapters present analyses of a number of quixotic 
novels written in three geographic areas spanning a period of four hundred years. 
Because the number of the literary production that imitates Cervantes’ style of writing 
and depicting characters is immense, only novels written and published in Europe, North 
America and South America will find their place in the subsequent chapters. However, to 
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demonstrate the profundity of Don Quixote’s influence in the novelistic genre, I have 
listed a select number of works in the Appendix. These are works that have adapted traits 
and characters from Don Quixote soon after its publication and translations, and these 
novels show evidence of Cervantes’ novel being one of the most generative works of all 
time. 
Chapter 1 focuses on novels written in Europe. Spanning a period of over three 
hundred years, novels such as Joseph Andrews, Tristram Shandy, The Female Quixote, 
Northanger Abbey, Madame Bovary, The Idiot (1869), and Anna Karenina (1877) have 
found their place in the analysis of the parodic and imitative literature. I analyze the 
female re-accentuations of Don Quixote from the stereotypical view of the social role of 
women. Charlotte Lennox, Jane Austen, and Gustave Flaubert have brought into light the 
eccentricity of women caused by reading, and have demonstrated the criticism of the 
society towards the behavior that their three female protagonists have posited. It is the 
excessive reading of romances that changes the lives of the readers. “Novel-reading 
might train the reader to think in more subtle and refined ways, but not to act in more 
heroic and perhaps more innocent ways” (Brantlinger 16). Joseph and Tristram are two 
of the most brilliant depictions of quixotic novels in England in the eighteenth century. It 
is fascinating how the fact that Fielding and Sterne have showed explicit evidence of 
influence of Cervantes has been overlooked by a number of scholars.17 These two novels 
                                                 
17 Alter, for example, in his work Fielding and the Nature of the Novel, claims several 
times that Fielding is the greatest novelist of all time (25). He also thinks that the preface 
to Fielding’s Joseph Andrews is an indication to the artistry of novelistic genre that 
Fielding is able to depict better than anyone else (30). It is clear that Alter, in this specific 
work, overlooks Cervantes’ influence on Fielding, thus giving the English author a credit 
of having created the superior form of the novel. 
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present various quixotic characters and re-accentuations of Don Quixote, Sancho Panza, 
Dulcinea and others. Finally, Don Quixote, albeit discovered much later in Eastern 
Europe, has instilled such great writers of the Russian literature as Fyodor Dostoevsky 
and Leo Tolstoi. Dostoevsky’s interpretation and re-accentuation of Don Quixote is 
perhaps the most unique one, since his protagonist of The Idiot, Prince Myshkin, has been 
influenced by Pushkin’s poor knight (from his ballad “There lived a Poor Knight” 
(1830)), the figure of Christ and the image of Don Quixote. Tolstoi’s heroine Anna 
Karenina, on the other hand, although often claimed to have had influence of Flaubert for 
her clear bovaresque image, shows deep appreciation of literature, represents the upper 
middle class of the Russian society and undergoes a number of unfortunate adventures 
like Don Quixote.  
In Chapter 2, the focus lies on novels written in English speaking America. 
Widely acclaimed American works such as Moby Dick (1851), Great Gatsby (1925), 
Lolita (1955), Don Quixote (1983) and City of Glass (1985) are analyzed for their 
obsessed re-accentuated protagonists. In some works, like Moby Dick, Great Gatsby and 
Lolita, the reader can witness the obsession and perseverance of the protagonists that 
resemble the nature of Cervantes’ Don Quixote. In other works, such as Don Quixote by 
Kathy Acker and City of Glass by Paul Auster, the re-accentuated figure of Don Quixote 
is positioned in the context of modern United States of America (in the wave of post-
modern literature).  
Novels written in Spanish speaking America are the focus of Chapter 3. In this 
chapter I demonstrate the unique style and nature of Latin American literature, and 
analyze such quixotic works as La Quijotita y su prima (1818), Yo el Supremo (1974) 
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Cien años de soledad (1981), and Las travesuras de la niña mala (2006). Don Quixote, 
having reached Latin America, has been transformed into an educated woman and the 
model of the Mexican society of the eighteenth century; a domesticated male character in 
eternal pursuit of his re-accentuated Dulcinea; a dictator (politics) and a dictator (who 
dictates his story); and finally an entire dynasty infected with quixotic fever of love, 
adventure, and obsession. 
Chapter 4 brings together novels written in the Western hemisphere of the Globe 
that present various other re-accentuated characters of Cervantes’ novel. In this chapter, I 
discuss novels that present Don Quixote in conjunction with Sancho Panza or Dulcinea, 
or novels that adapt quixotic and panzaic traits in several characters. Two parodic works 
that have succeeded in presenting multiple re-accentuations of characters from Don 
Quixote (i.e. Quixote, Sancho, Dulcinea, Rocinante, Marcela, etc.) are Donny Coyote and 
Monsignor Quixote. The next three novels discussed in this chapter, The Adventures of 
Tom Sawyer (1876), The Adventures of Huckleberry Finn (1884), and Detectives salvajes 
(1998), present a re-accentuated Don Quixote and Sancho Panza in one character. 
In sum, there are various representations of re-accentuated Don Quixotes that are 
discussed bellow. Traits of the re-accentuated quixotic characters range from hopeless 
lovers to obsessed adventurers, from romantic dreamers to fanatic readers, and from kind 
samaritans to helpless madmen. Most novels re-accentuate the quixotic characters who 
are “confused by romantic assumptions about reality” (Frye 141). Most of the novels 
discussed below represent re-accentuated figures of various characters of Don Quixote. It 
is common to re-accentuate Don Quixote and Sancho Panza in conjunction. In the new 
context, the re-accentuated figures of Quixote and Sancho serve similar purposes as in the 
20
 
original novel of Cervantes. In the re-accentuated novels, the characters present the two 
sides first noted by Ortega y Gasset. We find that the re-accentuated Quixote and Sancho 
serve “the ‘sense’ of things, their meaning, what they are when interpreted [and] . . . the 
‘materiality’ of things, the positive substance that constitutes them before, and 
independent of, any interpretation” (Ortega y Gasset 141). 
Having in mind the vast contribution that various eminent scholars have made to 
the academic area of Golden Age Spanish Literature, and especially to the study of 
Cervantes’ life and work, my dissertation highlights once again the importance of Don 
Quixote in World Literature. I hope to bring into light the importance of the term re-
accentuation in comparative studies, and suggest further contexts in which quixotic 
novels, Cervantine works, and re-accentuated characters can be analyzed. And while I am 
finalizing my manuscript, I am full of hope that my work is an essential addition to the 
vast number of valuable scholarship on Don Quixote, and that it will append a notable 
section in the contributions to the study of Cervantes. Vale. 
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CHAPTER 1. RE-ACCENTUATED DON QUIXOTE IN EUROPE 
The publication of the first and the second parts of Don Quixote in 1605 and 1615 
respectively, impacted significantly the dynamics of Western literature. Soon after the 
two parts of the novel were translated into other languages, literary creations by many 
authors started to demonstrate a profound influence of Cervantes’ work. Since the 
seventeenth century, numerous literary works have alluded to Don Quixote, cited 
passages from it, or developed characters similar to the protagonist. Writers throughout 
the centuries have found Cervantes’ novel enticing and have returned to it repeatedly for 
themes, characters, and techniques.  
Western European writers were the first to adapt the quixotic image in their 
novels. As soon as Don Quixote was translated into more languages, more quixotic 
novels began to appear. From early English novels (i.e. Joseph Andrews) to recent ones 
(i.e. Monsignor Quixote) readers may find a persistent recurring theme of quixotism. In 
this chapter, I analyze several European novels, Joseph Andrews (1742) by Henry 
Fielding, Tristram Shandy (1759-1767) by Laurence Sterne, Madame Bovary (1856) by 
Gustave Flaubert, Northanger Abbey (1818) by Jane Austen, The Female Quixote (1752) 
by Charlotte Lennox, The Idiot (1869) by Fyodor Dostoevsky, and Anna Karenina (1877) 
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by Leo Tolstoy.18 I suggest that in all these works, the central inspiration was Cervantes’ 
Quixote. Some of these works propose an explicit quixotic protagonist, yet others include 
various characters who share quixotic traits.  
Some authors desired to criticize, parody, imitate and mock existing social, 
cultural or political habits. For example, the feminized Quixotes, as will be seen, suggest 
a deep criticism towards the female world, their daring and [at that time] new habits, their 
excessive reading and its result. The three writers, Lennox, Austen and Flaubert, seem to 
have a recurrent theme of domestication of women, and its benefits, by positing the ex 
contrario example of three women who are influenced by fiction, and whose actions are 
based on imaginary worlds built up in their minds. For Dostoevsky, on the other hand, the 
image of Quixote served to build a desired character, who would be as perfect, and at the 
same time as humane, as Christ and Quixote.  
  
1.1 Feminized Quixotes: How Their Fate Changes 
In Europe, The Female Quixote, Northanger Abbey, and Madame Bovary have 
been some of the most analyzed quixotic novels. It is obvious that the authors of these 
great novels were profoundly influenced by Cervantes, and (some more than others) have 
tried to depict a re-accentuated quixotic protagonist in their novels. As mentioned, novels 
                                                 
18 Cervantes has had great influence on Spanish literature. Logically, being from Spain, 
all native writers and literary critics are very familiar with his work. There are numerous 
authors who have written quixotic novels, and have re-accentuated the image of Don 
Quixote and Sancho (for example, Benito Pérez Galdós, Miguel de Unamuno, Leopoldo 
Alas and others). In this dissertation, I focus on writers influenced by Cervantes, who 
were born and lived outside of the Spanish borders. My intention is to show the vast 
geographical and temporal space that the Cervantean legacy takes up. 
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can be quixotic if they are 1) literal sequels; where 2) the protagonist is identified as a 
kind of Don Quixote, 3) the protagonist is explicitly based or inspired in the Quixote, 4) 
the protagonist duplicates Don Quixote’s basic premise of a fantasy or alternative reality 
inspired in books, or 5) the protagonist is dissatisfied with his/her life and circumstances 
and attempts to change them in some way (Mancing, “Don Quixote” 413-14). Also, re-
accentuation requires at least some degree of four quixotic traits, and the protagonist must 
be a 1) reader, 2) dreamer, 3) adventurer, and 4) lover. All three novels with female 
protagonists are quixotic and the protagonists are re-accentuated. What recurs in these 
novels is that the feminized re-accentuated Quixotes fail in their respective quests. The 
Female Quixote presents Arabella, who is a fan of romantic books (especially the heroic 
romances that are usually long and multivolume), and pretends to be a romantic heroine. 
She is, however, determined to open her eyes to reality and marry. Same fate is preserved 
for Catherine, the protagonist of Northanger Abbey, but Flaubert’s protagonist has no 
other choice but suicide, as her illusions and mistakes as a female reader have brought her 
to financial and emotional destruction. 
 
1.1.1 The Female Quixote: Or the Adventures of Arabella, Charlotte Lennox 
The Female Quixote: Or the Adventures of Arabella (1752) is one of the first 
attempts to re-accentuate and feminize Cervantes’ protagonist Don Quixote. Eminent 
scholars of English literature, Laurie Langbauer among them, have referred to The 
Female Quixote merely as a revision or a representation of a romance novel (Langbauer, 
“Romance” 514). However, other critics believe that Cervantes’ influence on Lennox has 
played a big role in introducing a quixotic theme in the eighteen-century England. Susan 
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Staves considers Lennox’s The Female Quixote a quixotic novel which intended to bring 
forth the burlesque, satire, and humor, following the example of Cervantes (204).  
Like her predecessor Don Quixote, the protagonist of The Female Quixote, 
Arabella, is greatly inspired by the books she reads. She speaks and acts as if she were 
living in a fictional world described in romances. However, both Quixote and Arabella do 
not merely lead a lifestyle deriving from the rules set by their literary predecessors; “they 
expect to be immortalized among them” (Pawl 168). Lennox’s book unveils the story of a 
young woman, daughter of the Marquis, who spends most of her time reading romances. 
“The Female Quixote both mocks and lauds the heroine’s quixotism, and the way it 
ridicules romance actually exposes the attractions of what that form represents” 
(Langbauer, “Diverting” 65).19 The narrative insists that “it is only an unhinged mind 
disordered by reading too many romances, that leads young women to fail (if not resist) 
the expected practices of courtship and marriage” (Gordon 38). Arabella begins to 
imagine she is one of the heroines of the books she enjoys reading.20 Like Don Quixote, 
she begins to interpret other people and her surroundings according to her imagination 
inspired by the romances she reads. She is an exquisite and intelligent woman; however, 
                                                 
19 Langbauer also asserts that 
That father, the disgraced Marquis, is Lennox’s wishful symbol of an 
ailing patriarchy. Although he continues to exercise power as a petty 
despot in his retreat, his main function in the novel is to be ailing: he 
appears twice on his sickbed, and he is dead before a quarter of the book is 
done. Almost all the other male characters are also ailing: Hervey suffers 
from headaches; Glanville nearly dies of a fever; midway through the 
novel Sir George has a violent cold and at its end lies in danger from his 
wound. (“Diverting” 87) 
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the way she presents herself in the society confuses and shocks everyone. She is 
consistently misunderstood due to her regular invocations of romances, their characters 
and passages. Mr. Glanville, a young man, her cousin, who is in love with Arabella, fails 
to win her heart for the simple reason that he is incapable of fulfilling her impractical 
expectations. Her explanation of the matter is that he does not have any resemblance to 
any hero presented in any of the books she has read. Nevertheless, he tolerates her 
strange behavior and even seems to empathize with her. The Female Quixote concludes 
with Arabella being cured of her obsessions, when she falls ill after diving into a river in 
order to save her honor. 
Lennox attempts to imitate quixotic concepts in her novel in various manners. 
There are similarities between the characters of Arabella and Quixote. There are also 
recurring episodes, such as the protagonists reciting passages from favorite works or 
fighting for their honor. Also, there are similar general concepts and notions, among them 
– the characters losing their mind after reading too many books. Some of the 
characteristics that Don Quixote and Arabella share, thus converting Arabella into a re-
accentuated Quixote, are: Don Quixote is a poor old man interested in chivalric romances, 
and Arabella is a wealthy young and beautiful woman who is interested in reading books 
of romance. Both lose their sanity after reading too many books and begin leading a 
lifestyle trying to replicate episodes from the literature that they have read. Both 
characters persevere in their illusionary worlds, imitating the absolute concepts from their 
                                                                                                                                                 
20 Some works she mentions the most are Artamenes; or, The Grand Cyrus (1690-91) and 
Clelia, an Excellent New Romance (1678) by Madeleine de Scudery, Cassandra; the 
Fam’d Romance (1652) by Gauthier de Costes de La Calprenede, among others.  
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favorite books.21 Don Quixote and Arabella have a series of adventures throughout the 
respective novels. The two encounter unfriendly or cunning attitudes most of the time 
when they use their bookish vocabulary or mention their heroes. The two characters also 
expose opposite behavioral aspects. For example, Don Quixote sets out in search of 
adventures, while Arabella’s experiences are limited due to her waiting for her 
adventurous hero. Don Quixote praises the beauty of women; Arabella expects men to 
praise her beauty.22 These emphasized differences also bring Arabella’s image close to 
Don Quixote’s Dulcinea.23 Still, both protagonists come back to their senses and accept 
                                                 
21 See Garrigós’ “Las mujeres qujotes,” where the author makes a statement that thinking 
of Arabella merely a madwoman is as complex as considering Don Quixote simply a 
madman (460). 
22 Deriving from the fact that the adventures of Arabella are mainly romantic, Langbauer 
claims that Lennox’ intention was to show that a woman can only have sexual 
adventures. She claims that 
when Arabella does hear the adventures of other characters, as she does 
about Miss Groves from her maid and about people at the ball from Mr. 
Tinsel, what she hears is scandal. The sharp-eyed Miss Glanville points 
out that the madness romance has caused in Arabella is definitely sexual. 
Arabella’s romantic behavior is a way of “exposing: herself, of displaying 
sexual signs. Miss Glanville’s jealous solution is to keep Arabella not 
from romances but from men. (“Diverting” 79) 
This claim will be justified in cases of Catherine, Emma and Anna that follow in this 
chapter.  
23 Paulson asserts that Lennox’s intention is not to present a feminized version of Don 
Quixote, but to make Dulcinea the protagonist of her quixotic novel: “Lennox’s radical 
departure is to have Dulcinea change places with Quixote and become the protagonist” 
(Paulson 171). Arabella, therefore, “embodies the two Dulcineas—the ideal and, in the 
manner of the ideal travestied, the real” (171). It is true that Arabella personifies Dulcinea 
in her feminine image, and embodies a woman who waits to be courted by a virtuous 
gentleman. However, Dulcinea falls short of a sharp protagonistic image in order to be 
imitated. Arabella needs to personify more characteristics of Dulcinea. So, what are the 
main qualities of the latter? It is hard to say, since she is silent and rather absent in Don 
Quixote. All the reader knows about her lies in the discourses of Don Quixote and Sancho 
Panza, opinions that in no way coincide with one another. Therefore, it is difficult to 
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the surrounding reality and their identities at the end of the respective novels. Don 
Quixote does not call for anybody’s intervention to help him realize that he is simply 
Alonso Quijano, who cannot be a knight named Don Quixote, but Arabella is cured by a 
doctor who is familiar with her obsessions.  
 
1.1.2 Northanger Abbey, Jane Austen 
Don Quixote that has served as a source of inspiration to many writers, did not 
leave Jane Austen uninterested. Her Northanger Abbey (1818) is a vivid example of 
Cervantes’ influence on her work. The protagonist Catherine Morland, a seventeen-year-
old woman, is a re-accentuated Quixote. She lives her life in her delusional world, 
perceived from the gothic novels that she enjoys reading. Catherine, although more 
interested in playing cricket than playing with dolls, is taught how to become a real lady. 
She is invited to go to Bath where she prepares to participate in a series of balls. This is 
where she meets and becomes good friends with Isabella, who later on would get 
engaged to and eventually break up with Catherine’s brother, James. At the same time, 
Isabella’s brother, John, shows interest toward Catherine, who, however, doesn’t quite 
like him thinking that he is very full of himself. Austen’s heroine then meets Henry as 
well and is intrigued by his persona. Henry and Catherine both enjoy reading, and share 
the same favorable opinion toward the famous gothic novel The Mysteries of Udolpho. 
When Henry’s family invites her to their estate, Northanger Abbey, she finds out that 
Henry’s mother passed away years ago. Her rooms, nonetheless, remained untouched 
                                                                                                                                                 




after her death. Catherine imagines that Henry’s father killed his wife, and sneaks into the 
rooms only to find out that she was wrong. She repents of her deeds and confesses to 
Henry that her comportment was a consequence of her imagination. Catherine is reluctant 
to return home, knowing that Henry’s family is against their relationship, but Henry 
comes after her and asks for her hand. 
As mentioned, Austen’s heroine is fascinated by gothic novels and interprets the 
reality according to the books she reads. Her adventures begin at the balls she attends, 
and the turning point of her adventures and the novel is her stay at Northanger Abbey. 
Catherine also incorporates “idiomatic language of sensibility romance,” which “not only 
parodies the emotive heroines of Gothic fiction” it also highlights the differences between 
their “fictional adventures and the more mundane kinds of ‘adventures’ a ‘real’ 
adolescent girl might expect to experience at the turn of the nineteenth century” (Neill 
181-82). The protagonist and her romantic illusions present a heroine who is an “assault 
on the romance” herself (Román 160). The climax of the novel is when Catherine realizes 
that not everything can and should be interpreted according to fictional narratives. After 
entering Henry’s mother’s rooms, she realizes that she was wrong, and that her rooms 
were not scary or mysterious at all. 24 When Henry finds out that she has been there and 
learns the reason why, he becomes upset. The girl recognizes her errors, and the fear of 
                                                 
24 Garrido Ardila gives a very interesting interpretation to Northanger Abbey’s heroine 
comparing her to Don Quixote. He claims that Catherine does not suffer from psychotic 
hallucinations, in contrast with Don Quixote (and Arabella), and that the pathology of 
this character is neurotic instead of psychotic (178). However, to consider Don Quixote 
(and Arabella, and any other quixotic character) psychotic because of emotion and 
imagination-driven actions is, in my opinion, exaggerated.  
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losing her first love, Henry, makes Catherine reject her imaginary illusions and open her 
eyes to the reality.  
Natalie Neill claims that “Austen’s dialogue with earlier fictions is perhaps most 
evident in her Gothic parody Northanger Abbey (1818), which is itself a novel about 
novels, and novel reading”25 (163). It is more about the plot (in this case of Northanger 
Abbey) that “allegorizes the different aesthetic positions at the end of the eighteenth 
century” (Paulson 190). 
 
1.1.3 Madame Bovary, Gustave Flaubert 
Madame Bovary is yet another classic literary work that presents a feminized re-
accentuation of Don Quixote. The heroine of this novel resembles Quixote by spending 
her free time reading fiction, and imagining the ideal life based on the books she reads. In 
comparison to Arabella and Catherine, Madame Bovary’s idealistic endeavors cause her 
destruction. If The Female Quixote and Northanger Abbey present a patriarchal world, 
where reading novels is dangerous for women, and the successful women are those who 
enter into marriage, Madame Bovary questions the role of the woman at home, which 
fails when the protagonist alienates herself from all domestic responsibilities.  
In a few words, the narrative consists of episodes from Emma Bovary’s life. 
Married to Charles, and his second wife, she is bored and unhappy with her life. She likes 
                                                 
25 It is relevant to mention here that writing novels about other novels and novel reading 
is a quixotic concept. Don Quixote was one of the first novels parodying other novelistic 
genres. Northanger Abbey is a novel about reading gothic novels and an experiment of 
writing another gothic novel. Also, Don Quixote, its predecessor, is a novel 
emblematizing chivalric novels and a parodic chivalric novel itself. All the parodies, to a 
certain extent, are books about other books. 
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to read, and reading is a good way for her to avoid communication with her husband and 
servants. Charles, on the other hand, is very fond of her, ready to do anything to make her 
happy. His wife, however, falls in love with Leon, a young fellow, but the latter has to 
leave the city shortly after they start seeing each other. Later on, Emma meets Rodolphe, 
and after several meetings, they plan to escape. The latter, however, sends her a letter on 
the day of their elopement telling her that he has left the city and asking her for 
forgiveness. Madame Bovary becomes sick of sorrow, and Charles, during the period of 
about two months, stays next to her taking good care of her. After she recuperates and is 
able to walk, she goes to a theatre in her husband’s company, where she sees Leon after a 
long time. Their love revives, and Madame Bovary, with a false excuse of attending 
piano classes, goes to see him in another town once a week. When she discovers she has 
accumulated hefty amounts of debts wasting money for her lovers without her husband’s 
knowledge, and finding no way out to pay her debts off, she poisons herself. Charles, 
only after Emma’s death, learns about her love affairs with Leon and Rodolphe.  
Madame Bovary and Don Quixote have much in common. Although there are not 
very many explicit invocations of Don Quixote in Madame Bovary as, for example, in 
The Female Quixote, the novel demonstrates a quixotic advance of occurrences. Madame 
Bovary is a desperate reader like Don Quixote, and like him, she thinks life should reflect 
what books describe. Nevertheless, Emma and Don Quixote are not the only characters in 
their respective novels who reveal interest towards reading.  
In both works, the social center is an inn – the venta of La Mancha, and 
the Lion d’or in Yonville L’Abbaye. Both are places of reunion, and in 
both inns, respectively, the figures of Don Quijote and Emma serve as 
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catalysts for discussions of literature. At the “venta” we have the 
responses to the romances of the Lion d’or it is Emma and Leon who 
discuss how they are affected by sentimental novels. (Fox 153) [italics in 
original] 
Also, as opposed to Don Quixote, “whose vagaries were intellectual,” Madame 
Bovary’s ideals are mostly emotional (Levin 110). Her adventures are the love affairs she 
has, her going out of the house and her quixotic image as an adventurer outside—with her 
lover, and her real life at home—with her husband. This aspect depicts the two quixotic 
spaces. As known, Quixote’s chivalric figure is under a threat every time he returns home. 
His home, for example, is the place where his books are burned. For Emma Bovary, 
home presents a menace to her idyllic life as well. Her mother-in-law resembles the 
housekeeper of Don Quixote, who claims that novels are evil, and one should not spend 
too much time reading books.  
‘Do you know what your wife really needs?’ resumed Madame 
Bovary senior. ‘What she needs is hard work, manual labour. If she was 
obliged to earn her living like so many have to do, she wouldn’t suffer 
from these vapours, which come from all these ideas she fills her head 
with, and living such an idle life.’ 
‘Still, she’s always busy,’ replied Charles. 
‘Huh! Busy! But doing what? Reading novels, wicked books, 
books against religion, full of speeches from Voltaire that make fun of 
priests. This is no laughing matter, my poor boy; someone who has no 
religion always comes to a bad end.’ (Flaubert 112) 
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This quote indicates that the societies in which both protagonists live are 
fundamentally anti-literature (Fox 120). Being either at home or outside, both personages, 
Quixote and Emma, constantly have to face problems with their communities. The only 
difference in their actions is that Madame Bovary has to keep her adventures in secret 
because she knows she will not be accepted by the society, while Don Quixote shows 
little concern about what others think, and through ridicule and mocking he continues his 
adventurous quest.  
While both Don Quixote and Madame Bovary contain elements of parody and 
satire, their novelty does not lie in the satirical criticism (Fox 6). Clignet, in her article 
“Madame Bovary and Lady Chatterley’s Lover as Social Problems: The ‘Natural History’ 
of Immoral Novels,” explains the immorality Madame Bovary conveys. However, if 
analyzed deeply, Flaubert’s work is more than a novel about a woman who is persistently 
seeking for love affairs. This protagonist is looking for “beauty out of place,” as much as 
Don Quixote does (Blackmur 486). Madame Bovary is a representation of a woman 
escaping from domestic life. As mentioned, home for both Quixote and Emma is the 
place where their real and ideal worlds collide, their minds are misread, and their life-
style is influenced by others. On the other hand, the external space is where their illusions 
and fantasies are fulfilled. Don Quixote yearns to be identical to such acknowledged 
knights as Amadís of Gaul or Belianís of Greece. A similar statement could be made 
about Madame Bovary. The literature that she reads and the sentimentalism incorporated 
in them carry her away from the reality. Thus, the heroine is impulsively pushed into a 
fictional world that she creates for herself derived from her readings, and those delusions 
appear to be unacceptable in nineteenth-century France. Flaubert creates a protagonist in 
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imitation of other fictional heroes to present the conflict of the two realities – novelistic 
and worldly. Emma’s character resembles all other sentimental romantic characters but 
fails in her reality. She is just like Don Quixote, whose spirit fits well in ideal chivalric 
world, but it is unacceptable in his modern times. As Fox affirms: 
Even the character’s names resound with the similarity of their authors’ 
mission to amalgamate the unlikely; the prosaic and the poetic. Emma- a 
typical name for romantic heroines- loses all its romanticism when 
combined with Bovary, a name more suggestive of the earthy, vulgar word 
bovine than anything else. Don Quijote de la could be an auspicious name, 
as fitting for a chivalric knight as Emma is fitting for a sentimental 
damsel- until it is attached to Mancha. Mancha (“stain” in Spanish) 
deflates the name’s (and the character’s) pretensions. (100) 
Similar to Don Quixote, Emma Bovary stands for her sentimental chimera, and 
the society in which she struggles to exist has other beliefs and expectations of her, which 
makes the text a story of a clash of universal values, as is Don Quixote (Johnson, Don 26). 
Although in Quixote and Madame Bovary the reader is the one imitating models set by 
fiction, the writers achieve their goals by imitating other authors (classical or 
contemporary authors in both cases) (Nadeau 30). Flaubert wrote the novel parodying 
sentimental novels, just as Cervantes had written Don Quixote in parody of chivalric 
romances. Unlike its predecessor, Madame Bovary was criticized by feminist scholars as 
implying the disastrous end of the women who follow their desires26. Again, the 
                                                 
26 It is important to note that Don Quixote was never criticized in this manner. As 
mentioned, reading literature was considered dangerous for women as a part of a healthy 
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protagonists of the three mentioned novels reveal various quixotic characteristics and 
concepts. The question for many is whether there is any symbolic or critical reason that 
these works were written to present. Various critics have commented on the role of the 
novels in their relative cultures in particular historical and literary moments. Evidently 
they do not intend to represent “a Don Quixote in skirts” (Ortega y Gasset 162). It is 
known that “Don Quixote deliberately incorporates and plays with elements of both 
chivalric and picaresque traditions, and the literary and social circumstances of 
Cervantes’s epoch are as present in his work as they are rejected and upbraided” (Fox 6). 
The same could be said about The Female Quixote, Northanger Abbey and Madame 
Bovary. It is clear that there is some type of satire and imitation in all the novels 
representing female protagonists, but their literary value is inarguably more than a mere 
parody. All the books do mock a literary genre in one way or another, but “each work 
rapidly reveals that it has an equal if not greater investment in satire, as the ‘real’ world 
of text is paraded before the reader and made to look petty, foolish, and even grotesque” 
(Pawl 170).  
The Female Quixote became available in England at the time when romanticism 
was the prevailing genre in literature. As Breann Hammond points out:  
                                                                                                                                                 
society. Nevertheless, Don Quixote was not condemned for reading novels, losing his 
mind and acting like a madman along the roads of La Mancha. Moreover, Don Quixote’s 
identity, after mockery and laughter, slowly became acceptable. At his deathbed, the 
present characters did not want to acknowledge his conversion to his real identity, Alonso 
Quijano. For them, Don Quixote was a knight and not a simple hidalgo. On the contrary, 
all three novels representing a re-accentuated female Quixote represent the canonical 
society where men are incapable of accepting women who seek for life out of the 
standards. That is why we see two of the heroines marry at the end of the novel, and one 
of them poison herself as a result of her unsuccessful attempts to change her reality. 
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Lennox’s The Female Quixote, a work which Fielding himself praised as 
superior to Don Quixote in certain respects, offers the most fully 
developed representation of a key contemporary image: that of a young 
woman led astray by reading too many French romances. . . . For, by 
contrast to the situations that subsisted in early seventeenth-century Spain, 
in eighteenth-century Britain the reading of romances was identified 
almost entirely with women. Emulating Cervantes’s tale of “the bad 
Effects of a whimsical study” (as her opening chapter heading puts it), The 
Female Quixote thus portrayed romance-reading as the modern woman’s 
quixotism. (100) 
Lennox’s novel was one of the earliest feminized re-accentuations of Don 
Quixote. French romances were a popular trend in England at the time The Female 
Quixote was published. Therefore, readers who enjoyed reading canonical literature were 
quite shocked by the introduction of an uncommon female figure and her romantic quest. 
The publication of this novel eradicated the sentimental romance from the English 
literary panorama (Garrido Ardila, “Influence” 15). It is common to believe that women 
were restricted to the domestic and the private, but Arabella, just like the other two 
female protagonists of Austen and Flaubert, is out there in external space, making a clear 
distinction between private and public spaces (Boyd and Kvande 19). Nonetheless, the 
patriarchal belief that women belong at home is overly present especially in the works of 
Lennox and Austen. Paul Morrison brings up some of the key points where Catherine is 
condemned to domestic life. Even in her gothic delusions all hidden messages are 
concealed in the domestic environment. As Morrison points out: 
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Catherine, of course, conceives of the carceral only the most highly 
“gothicized” sense: she is thus mortified when her search for evidence of 
the fate of Mrs. Tilney culminates in the discovery of the famous 
“inventory of linen,” the most mundane and domestic of all possible 
“texts.” Gilbert and Gubar, in a reading that is now largely canonical, 
suggest that Austen is pointing to the “real threat” to women’s happiness 
when she describes her heroine finding the list. (12) 
According to Neill, the ending of Northanger Abbey is equivocal, which is meant 
to mock the “formal didacticism of the conventional endings of feminocentric Gothic 
fiction,” as well as it “parodies the typical endings of female Quixote novels” like the 
Female Quixote. She claims that Austen challenges the “premise that romance reading is 
harmful” (183-84). Nonetheless, however much Austen intends to criticize Catherine’s 
excessive imagination, it is clear that “this projection of a Gothic framework on to a 
situation in her life is no more than a temporary fantasy in the course of her assimilation 
of the new and unknown” (Howard 165).  
As perceived from the end of the three novels with female protagonists, their 
imagination, their exposition to public life could be the result of their destruction or 
salvation according to what they choose to believe. Arabella is cured of her disease of 
reading romances and now has a stereotypically acceptable future with Mr. Glanville. 
Catherine realizes that she has been misinterpreting the reality according to the gothic 
fiction she reads and changes her perception of the world that ends up with a continuing 
relationship with Henry. Emma Bovary, on the other hand, persists in her pursuit of 
happiness outside of the domestic area, which draws her into a financial destruction, and 
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is eventually the cause of her death. These female re-accentuated Quixotes undermine the 
assumption that “quixotism and sentimentalism are weaknesses particular to women’s 
reading practices” (Matooka 126). 
When quixotised or re-accentuated, female protagonists risk their reputation and 
present or future married life (unlike Quixote, who would simply be called insane, and 
laughed at). “The difference reduces the kind of action: men ‘perform,’ while women 
‘provoke’ and ‘admire’” (Pawl 170). In the same way, 
Austen’s equivocal treatment of the supposed dangers of novel reading 
serves to interrogate the logic of female improvement and reform that 
undergirds much female Quixote fiction. Her critique of imaginative 
fiction- and by extension, her critique of the female imagination- is deeply 
ambivalent. (Neill 164) 
By introducing new beliefs in already established ones, the madness of Arabella, 
Catherine and Emma, just like Don Quixote’s, can be seen as “the expression of all that is 
new, the future instead of the past, self-creation instead of determinism, liberation instead 
of conformism, a slap in the face of the established order, but also the source of inevitable 
conflicts” (Johnson, Don 11). Feminized re-accentuations of Quixote set themselves apart 
from the women introduced in Cervantes’s work, who, like the classical women, 
command an unyielding strength, but they use it to achieve moral socially harmonious 
ends (Nadeau 18). Some of the female characters presented in Don Quixote and the 
protagonists of Lennox, Austen and Flaubert even juxtapose each other. For example, 
Marcela in Don Quixote is able to defend herself in front of the male public. It is 
fascinating how she gives reasons why she is not guilty in Grisóstomo’s death, and states 
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that she “was born free, and in order to live free [she] chose the solitude of the 
countryside” (Cervantes 99). While Marcela realizes that love cannot be so devastating to 
cause someone’s death, Emma Bovary commits suicide unable to face the consequences 
of her amorous affairs. 
Another well-known character from Don Quixote is Dorotea. She is aware of her 
beauty, and she knows that many acknowledge her splendor. Uninterested in other 
possible suitors, she wishes to find the man to whom she actually belongs, Don Fernando. 
On the other hand, Lennox’s protagonist Arabella, who is also aware of her beauty, 
encounters trouble in how she presents herself, and how the public perceives her. She 
wishes to find and attract gentlemen who would be ready to treat her like a lady from a 
romantic fiction.  
The authors of these three novels introducing feminized re-accentuations of 
Quixote, similar to any other author influenced by Cervantes, were readers of Quixote 
before writing their novels. “[T]he reader as an independent subject is beginning to 
impose himself and his own discourse as primary: the quotation [and characters are] 
integrated into a new context authorized by the rewriter” (Cave 156). Writers who wish 
to present their thoughts always refer to previously introduced ideas. Most of the 
important things have been said long ago, the new things come by either slightly 
changing the old or representing the well forgotten old (Hobsbawm 10-12). And “nothing 
is absolutely dead every meaning will have its homecoming festival” (Bakhtin, Speech 
170). By re-accentuating the image of Don Quixote, Lennox, Austen and Flaubert, 
suggest a new platform of possible socio-historical interpretations for the readers. Even a 
reader, unfamiliar with social and historical context of eighteen and nineteen-century 
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England and France, can perceive the presence of male dominant society. The quixotic 
image helps these authors criticize education, good and bad readings, and draw a clear 
line between the public and the private. 
 
1.2 Multiple Re-accentuations of Quixotic Characters in Two English Novels 
1.2.1 Joseph Andrews, Henry Fielding 
Joseph Andrews (1742) is considered to be one of the earliest English novels 
written in the eighteenth century. Henry Fielding demonstrates deep inspiration by Don 
Quixote, and it can be perceived from several of his novels, especially Joseph Andrews 
and Tom Jones (Garrido Ardila, Cervantes 125). Due to the profusion of quixotic 
characters and Cervantine techniques found in his work, Fielding was called “the English 
Cervantes” (Paulson 58). Joseph Andrews is one of the best examples of Fielding’s 
quixotic novels. The author states that Joseph Andrews is “written in imitation of the 
manner of Cervantes, who wrote Don Quixote.” Fielding claims to base himself on Don 
Quixote, “but his imitation is characterized by an eighteenth-century stamp” (Church 
186). It is noteworthy that some of the devices Fielding used in Joseph Andrews resemble 
the techniques Cervantes used to write Don Quixote. The technical resonances and 
similarities between Cervantes’ and Fielding’s characters bring into being an imitation of 
not only manners but methods and heroes (Church 11; Garrido Ardila, Cervantes 126). 
The plot of the novel consists of numerous adventures that Joseph Andrews and 
his friend Abraham Adams undertake. Joseph Andrews returns home from London where 
he expects to reunite with his beloved Fanny. He is robbed on his way, and, by the help 
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of a lady passing by and a coachman, he is taken to an inn, where he meets his old friend 
Adams. The latter is a very well read and educated person who enjoys citing classics in 
every conversation. After various adventures at the inn27 and meeting a number of 
interesting people, Joseph and Abraham set off and finally reach Fanny. However, Lady 
Booby,28 who is unhappy about the reunion of Joseph and Fanny, introduces the young 
girl to Didapper, who is supposed to seduce Fanny. When the latter shows no interest, 
Didapper tells a story which falsely reveals that Fanny and Joseph might be siblings. 
Nonetheless, when Joseph’s parents arrive at Adam’s parish, it turns out that the story is a 
mere lie, that Joseph is the lost son of the Wilsons’, and Fanny is the lost daughter of the 
Andrews’.  
There are several themes that immediately resemble Cervantes’ eminent novel, 
such as travel, love, passion for reading, adventures, among other concepts. The first part 
of Don Quixote, as known, is divided in four books, with about fifteen chapters in each 
book.29 “This was the procedure followed by Fielding in Joseph Andrews, largely so that 
he could write introductory chapters, separating the essay from narrative” (Paulson xix). 
Fielding’s novel also follows the same Cervantine structure of book and chapter divisions; 
                                                 
27 Note that the inn plays an essential role in another novel. Similar to Don Quixote and 
Madame Bovary, Joseph Andrews also presents a social gathering place, which again 
happens to be an inn. Here, like in the other two novels, is where intellectual 
conversations take place. 
28 Lady Booby is the former employer of Joseph Andrews. She feels affectionate about 
Joseph, therefore expressing jealousy and possession of the latter.  
29 The chapter division in the second part of Don Quixote varies from the first one. Here 
the reader encounters seventy four chapters. 
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there are two volumes, four books and approximately the same number of chapters in 
each book.  
There are a number of stylistic similarities to be found in both Don Quixote and 
Joseph Andrews; for example, both of them include various unrevealed details, such as 
“Somewhere in La Mancha. . .” (Cervantes 19) and “Leonora […] lived with an aunt of 
hers in a town in the north of England” (Fielding 103). The acclamation of telling a “true 
story” also forms a remarkable part of each novel. Similar examples are abundant in both 
works. Fielding also uses the Cervantine tricky technique of leaving the story of 
preceding chapter pending.30 This provokes intrigue, and readers simply cannot put the 
books away. In addition to this, Joseph Andrews contains numerous embedded stories in 
the novel, just like Quixote; and the reader has nothing to do but to turn the page until the 
story comes to its end. Both Cervantes and Fielding, on various occasions, address the 
readers, which suggests that both writers are conscious, at all times, about the audience 
who will judge their literary production: “Idle reader: without my swearing to it, you can 
believe that I would like this book, the child of my understanding, to be the most 
beautiful, the most brilliant, and the most discreet that anyone could imagine” (Cervantes 
3); “. . . I shall leave to my good-natured reader to apply my piece to my observations, 
and will detain him no longer than with a word concerning the characters in this work” 
(Fielding 37). Giving funny names to the characters is yet another narrative technique 
                                                 
30 Willis discusses the trick of Cervantes of leaving the readers wanting more in his The 
Phantom Chapters of the Quijote. The author pays attention to the ends of the chapters 
and the openings of the chapters viewing them from the reader’s point of view. The 
intercalated stories and various insertions in the text are referred to as “pseudo-
interruptions,” meant to add to the substance of the narrative while keeping the reader’s 
interest captured (83). 
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that Fielding has perhaps adopted from Cervantes. The latter’s Caraculiambro and 
Micomicona preceded Fielding’s Slipslop and Didapper. Names that appear in both 
novels can be grotesque but provoking laughter at the same time. For example, Cervantes’ 
monster Caraculiambro that is both “cara” (face), “culi” or “culo” (butt) and “ambro” or 
“ambos” (both), could have influenced Fielding’s name creations: Slipslop- slip and slop, 
or “slipslop” (disgusting watery food). Some names of characters of Fielding and his 
narrative techniques do resemble Cervantes in many ways, but his protagonists also 
present quixotic aspects, and it has even become a topic of debate as to who the most 
quixotic character is. 
Various critics have claimed that Abraham Adams is the character who most 
resembles Quixote, that is to say, Adams is the re-accentuated Quixote in Joseph 
Andrews. For example, Spilka argues that Abraham Adams, like his predecessor, Don 
Quixote, “cuts a bizarre figure outwardly, but, at the same time, his inner dignity remains 
unassailable:” as Joseph Andrews indicates, true virtue cannot be ridiculed, and Adams is 
truly virtuous- “so that he stands half within Fileding’s theory of humor and half without” 
(81). Church compares parson Adam’s sally with Quixote’s claiming that albeit the two 
protagonists’ travel reasons are different, Fielding still imitates most of Cervantes’ 
narrative aesthetic in order to invoke a funny but sympathetic presentation of his 
characters.  
For example, Adams sets forth from his parish in order to sell his sermons 
so that he can better support his family, and Joseph (somewhat like 
Sancho) goes forth merely in servant capacity in the retinue of Lady 
Booby. Their withdrawal to their parish is not in the nature of a retreat or 
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defeat in purpose: Adams returns because he finds he has left his sermons 
at home (as Don Quixote has left at home his purse, some clean shirts, and 
a box of ointments in his first sally in the 1605 Quixote, a sally that does 
not mark an inner turning point for the don), and Joseph returns to see his 
beloved Fanny. (Church 14-15) 
Also, Adams’ offer to instruct Joseph in Latin is somewhat comparable to Don 
Quixote’s promise to Sancho to grant him an island (Ziolkowski 66). These similarities 
indicate Fielding’s “adherence to outward symmetry, polish, and consistency in 
comparison with Cervantes’ structure,31 which is almost always closely tied in with the 
inner and often chaotic motivations of his characters;” because Don Quixote’s adventures 
are incited by his wish to right wrongs and his sense of moral responsibility. “[S]uch 
motivations become for Cervantes the basis of his artistic unity” (Church 15). 
It is true that Adams and Quixote have much in common like their inappropriate 
manner of dressing, their wish to rescue damsels.32 Although some characteristics are 
                                                 
31 According to Parker, Fielding gave the novel the modern and the flawless shape and 
structure, as opposed to Cervantes, whose Don Quixote presents “formless and haphazard 
structure” (2). Parker believes that Don Quixote is not composed as a unified text, rather 
is a compilation of chapters that are not a flowing continuation of each other. Fielding, 
imitating Cervantes, had worked on the techniques of his novel and applied to them “the 
rules of the epic structure” (2). 
32 Church provides a detailed list of similarities between these two characters: 
If we are to stress one of these, surely it must be Don Quixote; for 
innumerable parallels, not only of structure but of plot, incident, and 
character, abound. Just for examples we could cite: Adams’s inappropriate 
dress and Don Quixote’s armor; Adams covered with hogs’ blood, Don 
Quixote with curds; Adams’s stumbling horse and Rocinante; Adams’s 
rescue of Fanny and Don Quixote’s rescue of various damsels in distress; 
the bird batters and the group of netting small birds in Don Quixote (1615; 
chap. 58); Adams’s devotion to Aeschylus and Don Quixote’s to Amadis 
44
 
convincing that Abraham Adams does resemble Quixote, there is still Joseph Andrews, 
who proposes other similarities. Borgmeier brings forth the opinions of various critics 
who present the split quixotic characteristics between Parson Adams and Joseph Andrews: 
“Gilman . . . thinks that ‘Parson Adams’ function in the novel was to resemble that of 
Cervantes’ pair [i.e. both Don Quixote and Sancho Panza].’ Ballesteros . . . gives the 
opinion that, ‘In Fielding’s novel, the quixotic attributes are divided between Joseph 
Andrews and Parson Adams’” (56). If read closely, one can note numerous quixotic 
characteristics in Joseph Andrews as well. One explicit quixotic aspect of Joseph would 
be his idealized love towards Fanny, or the adventures he goes through before reaching 
his beloved woman. Joseph’s love for Fanny is like Quixote’s love for Dulcinea. He 
builds the ideal image of Fanny, and she is the ultimate destination of his adventures. His 
returning home is presented as a hazardous obstacle that could ruin his future relationship 
with Fanny, but Joseph perseveres, just as Don Quixote perseveres in his strong belief 
that Dulcinea is the most beautiful woman in el Toboso, and not a simple peasant girl, as 
Sancho pictures her. Having Joseph’s deep love and the adventures he goes through in 
mind, it is a little difficult to assert that Henry Fielding wanted to create a singular re-
accentuated Quixote by either his character named Joseph Andrews or Abraham Adams. 
                                                                                                                                                 
of Gaul; the mock epic melee in the Tow-wouse inn and the mock epic 
melee in Don Quixote (1605; chap. 45); the battle between the squire’s 
dogs, Adams, and Joseph, and that between Don Quixote and the sheep; 
the bedroom scene at Booby Hall and the attic scene in Don Quixote 
(1605; chap 16); Slipslop and Maritornes; Mr. Wilson and the Gentlemen 
in Green; Adams’s witchcraft and Don Quixote’s enchanters; Adams’s 
“roasting” by the Squire and Don Quixote’s “roasting” by the Duke and 
Duchess; Joseph’s love song to Fanny and Don Louis’s love song to Doña 




It is obvious that these two characters have shared quixotic aspects. I believe that 
Fielding’s intention was to quixotise most of his main characters to some extent in order 
to reach a high level of satiric imitation in his narrative discourse. As it can be noted, 
Fanny is Joseph’s real love, unlike the love of Quixote, Dulcinea, who is imaginary. 
Adams is obsessed with books, Andrews is caught in different adventures on his way to 
finding his beloved woman, and some characters are the incarnation of Quixote’s 
craziness, like Lady Booby, Slipslop, Betty, and Didapper. Adams, who is a re-
accentuated Quixote because he is obsessed with books, is also a Sancho for Joseph, as 
he is the one who accompanies him through the whole novel since the moment they see 
each other, and gives him advice, pointing out the right and the wrong.33 However, 
according to Church, the differences between Joseph and Adams are part of the comic 
pattern whereas the differences between Don Quixote and Sancho come from deeper 
psychological sources, which suggests that Cervantes’ characters are more prototypical 
than Fielding’s (29).  
Fielding did not only have influence from Cervantes’ characters, but also scenes. 
As in Don Quixote the inn in Joseph Andrews is the place where people meet, where 
problems are created and solved. The inn seems enchanted to some and real to others. 
Being on the road, in an external space, for the most part of the novel, is also influenced 
by Cervantes. However, the ending of Joseph Andrews is not determined by the death of 
                                                 
33 Joseph Andrews is a brilliant example of such novels where Quixote-Sancho images 
are intertwined. In Chapter 4, I refer to such novels as The Savage Detectives, Tom 
Sawyer and Huckleberry Finn, where the protagonists are each other’s re-accentuated 
Don Quixote and each other’s re-accentuated Sancho Panza at the same time. According 
to Canavaggio, however, the split and mixed quixotic characteristics shared by Joseph 
and Abraham creates a sort of a “mismatch” in the quixotic sense of the novel (124). 
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the protagonist. The novel presents us a reunion, which suggests an end of outside 
adventures, and a beginning of a new domestic life. Likewise, in Quixote, the 
protagonist’s death signifies the end of his chivalric adventures. Figuratively, Quixote’s 
death provokes the beginning of a new life in our material world; since Don Quixote 
becomes a living figure in Spain and other cultures. 
The aspects of Joseph Andrews that coincide with Quixote do not limit the 
reader’s vast platform of possible interpretations of the English novel. Although Fielding 
intends to formulate a critical narration that would be in accord with the culture and 
values of his society, his original intent is to focus on the imitation of the book, or what 
he calls “affectation.” (Paulson 59). As Don Quixote has a vast number of evaluations 
and criticism of the intentions of the author, Joseph Andrews, too, enjoys different 
interpretations by the critics. This novel written in eighteenth-century Britain serves for 
educational purposes and represents the human being, according to Kropf (114). 
Supporting his arguments mainly by the conversations between two characters, Joseph 
and Abraham, Kropf is convinced that Fielding intended to represent the human nature 
and his posture towards education in his quixotic novel (116-17). Spilka, on the other 
hand, thinks that Fielding, while composing Joseph Andrews, wanted to make the readers 
love his characters like Cervantes made his laugh at his protagonist. As he points out:  
But through his admiration for Cervantes he has unconsciously seized on 
the principle of the comic figure- the whole man who is at once lovable 
and ridiculous, whose entire character is involved in each of his humorous 
actions, and whose character must be established through time and 
incident, in the reader’s mind, before he becomes “wholly” laughable. To 
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put it in different terms, when someone we know and like is involved in 
ridiculous action, then the humor of the situation broadens and quickens to 
include our identification with and sympathy for that person. A sudden or 
prolonged juxtaposition of his inner dignity with his outer “awkwardness” 
produces a state of mixed emotions in us- love, sympathy, and 
identification, as well as condescension- and this state is released or 
resolved, in turn, through laughter. (81-82) 
The main characters comply with their social expectations as well. Although 
written in different social and cultural contexts, and meant to represent distinct 
geographical spaces and time periods, the protagonists of both Don Quixote and Joseph 
Andrews serve to criticize or point out certain aspects present in the respective societies. 
Spilka argues:  
Fielding saw affectation in two of its forms, vanity and hypocrisy, as the 
“only source of the true Ridiculous,” and he hoped to expose these 
qualities wherever he found them. Accordingly, he also designed his novel 
along more general lines: three virtuous, good-natured persons—Joseph, 
Fanny, and Adams—must be thrust through every level of society as 
exemplars or as touchstones and instruments for exposing vanity and 
hypocrisy, and, just as important, goodness and kindness, in whomever 
they meet. (81) 
Joseph Bartolomeo refers to the concept of ridiculization in Joseph Andrews as 
something that is provoked by the gender role exchange. For him, Joseph occupies a 
stereotypical feminine position, but manages to gradually assume a masculine role (61). 
48
 
This inversion of gender roles causes ridiculous behavior in Joseph Andrews (60). It is 
unclear, however, why Bartolomeo thinks it is essential that Fielding developed his 
character from feminine to masculine. I believe that Fielding wanted to create a type of 
an autopoietic novel, similar to Don Quixote, where his character does not remain 
stationary, but develops from weak to strong, from feminized to masculine. Joseph 
Andrews, therefore, goes through self-discovery and self-realization, as his predecessor 
Don Quixote. Joseph’s ridiculization and adventures build in him a strong masculine 
character, which is similar to Don Quixote’s self-growing process, who is converted from 
a ridiculous and laughable old man into a knight errant. It is worth noting that through the 
process of self-realization, it is mainly characters surrounding the protagonists that judge 
who they are. At first, both Joseph and Quixote are unreasonable, but gradually both 
achieve respect from other characters. Although Quixote comes to realization that he is 
simply Alonso Quijano, no one present at his death bed wants to accept the reality. As 
Spilka argues, Fielding probably criticizes the hypocritical society, and invents his well-
natured protagonists to juxtapose the two extremes of the society (85-87). But Fielding 
states that he simply describes the human nature: “I describe not Men, but Manners; not 
an Individual, but a Species” (148). 
       
1.2.2 The Life and Opinions of Tristram Shandy, Gentleman, Laurence Sterne 
Laurence Sterne wrote his novel The Life and Opinions of Tristram Shandy, 
Gentleman in nine volumes, first two of which were published in 1759 (and the rest of 
the seven volumes published in 1761, 1762, 1765 and 1767). It became one of Sterne’s 
best works and one of the most appreciated texts by the readers. This novel, like 
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Fielding’s Joseph Andrews has various characters who share quixotic traits. Tristram, the 
narrator and the protagonist of the novel, has a unique way of understanding, interpreting 
and retelling occurrences. Readers find themselves confused about the chronology of 
events and Tristram’s narrative style. Also, as perceived from the title it is not merely an 
autobiography of the protagonist. The book also includes his opinions, and most of them 
relate to his Uncle Toby, who is the second central character in the work. 
The storyline of the novel is as follows. The first several volumes relate about the 
life of Tristram. The narrator extensively describes his conception, which he believes is 
the first misfortune to happen to him. He laments that his parents did not think of the 
consequences that a carefully planned conception would lead to. And because of their 
careless attitude, their child’s body, mind and soul are weak and unfortunate. The narrator, 
then, gives a long and elaborate opinion about baptism and how fetuses should be 
baptized. Tristram’s birth, according to him, is his second misfortune. His father, Walter 
Shandy, refuses to take his mother to London because of multiple false alarms. 
Consequently she gives birth to Tristram at home, which causes Tristram’s flat nose. As 
the labor is described to be complicated (due to ridiculously funny behavior of people 
who were supposed to help) and the child’s state of health is hopeless, Walter names the 
baby Trismegistus. The child is erroneously christened Tristram, in accordance with the 
Latin word tristis “sad, sorrowful.” However, Tristram survives and is obliged to bear the 
“sad” name throughout his life. The novel proceeds with stories about numerous 
misfortunes that the hero has to go through, including an accidental circumcision caused 
by a falling window glass. Following the details of Tristram’s childhood and early life is 
the story of his uncle Toby.  
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Uncle Toby used to be a soldier who was wounded in a battle and sent back home. 
He is overly obsessed with the battle and war strategies and wants to build a replica of the 
site and fortifications. Stern gives Toby’s (and everybody else’s) obsessions the name 
“hobby-horses.” Toby spends a great deal of time with Trim while working on his 
structures. Trim plays the role of a loyal friend, assists Toby, gives him advice and 
elaborates on conversation topics that come up during their collaboration. Later, readers 
learn about Toby’s romantic interest towards Mrs. Wadman, a widow. Nonetheless, Toby 
is too shy to even realize it himself. Other characters help him understand that his 
intentions are amorous, and all he really wants is to marry Mrs. Wadman. 
Tristram then shifts the attention of the reader towards himself. Now he is on the 
road, travelling. Even here he is unlucky. He has various hardships on his way to Paris, 
but because of his determination, he is able to reach the city. As there are no hotel rooms 
that fit Tristram’s expectation, he sets out for other cities, having bad luck everywhere, 
and partially losing his money and possessions.  
The last two volumes are dedicated to the love life of Uncle Toby. Readers learn 
that widow Wadman also has interests towards Toby, and she is the one who makes a 
move. When they are at the point to have a sexual relation, their amorous story has to 
come to an end, because Toby is reluctant to reveal his secret about why he has never had 
any women in his life. The novel ends with irrelevant comments by Walter, which are 
presumably supposed to reallocate the reader’s attention from sexual descriptions, and 
end the story in a good note.  
“For all its originality, Tristram Shandy is very much derivative in theme, 
structure, and technique from D[on] Q[uixote]” (Mancing, Encyclopedia II 691). The 
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first resemblance with Don Quixote that strikes the reader is the non linear narration. 
Sterne, in fact, has developed that narrative technique that Cervantes presented and 
evolved into a “disorder.” “The phrase ‘order in disorder’,” Jefferson states, is very 
relevant to describe the structure of Tristram Shandy (34). “Sterne took pleasure in 
destroying the normal order of things and in creating an exaggerated appearance of 
disorder, but only to link up the pieces in another and more interesting way” (34). 
However, Sterne’s narrator, like Don Quixote’s narrator, exhibits consciousness of an 
external reader (Iser 108). The novel is also abundant with quixotic themes and aspects: 
zeal for perfection (Walter writing a textbook for his son), obsessions (everybody’s 
hobby horses, especially Toby’s passion for reading military books and building a replica 
of the battlefield), and love (Uncle Toby and widow Wadman). Structurally, Sterne’s 
novel resembles Cervantes’ work in several ways. First, the novel is divided into nine 
volumes, and each volume has very short chapters, like Don Quixote. Tristram Shandy 
presents various intercalated stories and narrations, like Cervantes’ work, among letters, 
prayers, short stories, which sometimes occupy a narrative space of various chapters. 
“The narrator Tristram makes his own quixotic effort to bring his narrative, with all its 
overly Benengelian tone and many references to D[on] Q[uixote], always slipping further 
and further behind his goal” (Mancing, Encyclopedia II 691).  
I have the highest idea of the spiritual and refined sentiments of this 
reverend gentleman, from this single stroke in his character, which I think 
comes up to any of the honest refinements of the peerless knight of La 
Mancha, whom, by the bye, with all his follies, I love more, and would 
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actually have gone further to have paid a visit to, than the greatest hero of 
antiquity. (Sterne 22) 
Most of the descriptions of characters and their behavior too allude to Quixote. As 
mentioned, it is hard to name only one character in Tristram Shandy who possesses a 
quixotic nature, since most of the literary figures represent some quixotic aspect. Sterne’s 
incorporation of various re-accentuated characters “suggest[s] an infinite dédoublement, 
for everyone is quixotic in putting some private construction of the mind—some personal 
lexicon—upon reality, and any other is a potential Sancho to one’s own quixotry” (Alter, 
Partial 39). According to Mancing, it is Yorick that surpasses all the quixotic characters 
representing a re-accentuated quixotic character, especially because his horse is 
Rocinante’s brother34 (Encyclopedia II 691). However, it would be wrong to state that 
there is no other representation of re-accentuated Quixotes in Tristram Shandy, because 
Yorick’s horse has claimed relationship with Don Quixote’s rocín. As Mancing writes: 
But in addition to the obviously quixotic Yorick, both Walter Shandy and 
Uncle Toby are DQ figures, each with his own “hobby-horse,” Sterne’s 
term for a quixotic obsession, which is harmless “so long as a man rides [it] 
                                                 
34 “Be it known then, that, for about five years before the date of the midwife’s licence, of 
which you have had so circumstantial an account, – the parson we have to do with, had 
made himself a country-talk by a breach of all decorum, which made himself a country-
talk by a breach of all decorum, which he had committed against himself, his station, and 
his office; – and that was, in never appearing better, or otherwise mounted, that upon a 
lean, sorry, jack-ass of a horse, value about one pound fifteen shillings; who, to shorten 
all description of him, was full brother of Rocinante, as far as similitude congenial could 
make him; for he answered his description to a hair-breadth in every thing, – except that I 
do not remember ‘tis any where said, that Rocinante was broken winded; and that, 
moreover, Rocinante, as is the happiness of most Spanish horses, fat or lean, – was 
undoubtedly a horse at all points” (Sterne 17-18). 
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peaceably and quietly along the King’s highway, and neither compels you 
or me to get up behind him.” In Toby’s case, his hobby-horse is his 
reading of books of military architecture that is specifically compared to 
DQ’s reading of romances of chivalry. (Encyclopedia II 691) 
Sterne adapts the Cervantic[k] technique of assigning his male characters a 
“substitute” activity or a “hobby-horse”: Uncle Toby and Trim have a miniature battle 
site, Walter is concerned with the Tristapaedia, and Tristram is the writer of his 
biography and others’ life story (Narozny and Wilson 142). The protagonist shares his 
idea about what writing is, which can immediately be associated with the Cervantic[k] 
style of narrating the story of Don Quixote. 
Writing, when properly managed, (as you may be sure I think mine is) is 
but a different name for conversation: As no one, who knows what he is 
about in good company, would venture to talk all; - so no author, who 
understands the just boundaries of decorum and good breeding, would 
presume to think all: The truest respect which you can pay to the reader’s 
understanding, is to halve this matter amicably, and leave him something 
to imagine, in his turn, as well as yourself. (Sterne 108-109) 
Tristram, who also has carnavalesque experiences, like his birth, or his accidental 
circumcision, exhibits quixotism. He travels, he reads and writes, and he dreams. 
Everything Tristram does, however, turns to be wrong and he is almost never able to 
receive the expected outcome of his actions. Toby is perhaps the only character that 
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represents all quixotic traits to be considered a re-accentuated image of Quixote,35 
although, again, critics have not come to an agreement about one single Quixote 
represented in Tristram Shandy. Toby returns from war with a wound. It is necessary to 
insert a little note here that this detail coincides with one fact about Miguel de Cervantes’ 
life. The Spanish writer himself was a soldier and returned from the Lepanto battle with a 
disabled left hand, which is yet another indication of Sterne’s influence by Cervantes 
(Durán and Rogg 16). Toby’s wound in the groin is an implicit reference to Quixote, as 
one of the interpretations of why Quixote chose this very nickname is because of his 
impotency.36 After his return from the battle, Toby becomes extremely submerged in his 
own world of battle. His quixotic obsession, apart from reading military books, is 
building a replica of the battle site. Trim, who represents the re-accentuated Sancho, is a 
friend who motivates Toby, and encourages his pursuit of the miniature battleground. 
Toby’s love is Mrs. Wadman, but he does not realize he is in love until others point it out 
to him. Both Toby and Quixote find themselves in silly and embarrassing love situations: 
Quixote with Maritornes and Altisidora, and Toby with Wadman. In both cases the reader 
suspects of the impotency of these old men, and both, in truth, do not engage in sexual or 
love affairs. 
                                                 
35 Wayne Booth asserts: “It has long been customary in literary histories to say that 
Sterne was influenced by Cervantes” (38). The fact that Sterne frequently cites Don 
Quixote as one of his models on various occasions, and presents “striking similarities 
between Uncle Toby, with his servant Trim, and Don Quixote, with his servant Sancho, 
have been noted again and again as evidence for the relationship” (38). 
36 Quexada, one of Don Quixote’s possible name before he reveals the true name at the 




Tristram Shandy like Don Quixote, contains several picaresque aspects in the 
narrative. As seen in Bakhtin’s Rabelais and His World, picaresque novels are not simply 
novels about hunger, survival, mockery and adventures. Picaresque novels are types of 
Bildüngsroman, where the protagonist grows into the character he is at the end of the 
novel thanks to his adventures and misfortunes presented at the beginning of his journey. 
In Don Quixote, however, the picaresque is most explicitly posited in the character of the 
captive Ginés de Pasamonte who writes his own story but cannot bring it to its finish line, 
as he is still alive.  
“And what is the title of the book?” asked Don Quixote. 
“The life of Ginés de Pasamote,” Ginés replied. 
“And is it finished?” asked Don Quixote. 
“How can it be finished,” he responded, “if my life isn’t finished 
yet? What I have written goes from my birth to the moment when they 
sentenced me to the galleys this last time.” (Cervantes 169) 
In Tristram Shandy, the picaresque is presented in the figure of Tristram. His birth, 
unfortunate circumcision, unfinished education, trip to France, among other aspects of his 
life, indicate the intention of the author to introduce picaresque aspects to the novel. 
Some critics think that Sterne’s novel is an imitation of the picaresque and a satiric 
comical book. As Lehman notes:  
One called it a “picaresque of the intellect,” and Saintsbury drew on his 
second language, the first having given out, and called it a “fatrasie.” They 
measured the book by its predecessors and successors; it was “a travesty 
of the regular novel, the main lines of which had been so carefully drawn 
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at the theory so ably expounded by Fielding.” They described it in terms 
of other things instead of describing it in terms of itself; it was “a mere 
caricature of the novel” compared with “the serious works of fiction” 
which preceded it. (167-68) 
Lehman thinks that Tristram Shandy is not a book written for mere fun and 
entertainment for the readers, which is true about Don Quixote as well. What both of 
these great novels offer is a “philosophic laughter,” a laughter that is simple enough for 
fun, but at the same time it is critical and serious (168). Two episodes from each novel 
could illustrate this point. In Don Quixote, Rocinante’s desire to “pleasure himself” is 
probably one of the most comical episodes. Don Quixote’s horse, seeing ponies in the 
field, is filled with a desire to “socialize” with them, and so he goes without asking 
“permission of his owner” to communicate his need with “the ladies” (Cervantes 103).37 
The archaic and well elaborated language of Cervantes makes this episode especially 
humorous and memorable. But Cervantes’ intention, as mentioned before, was not only 
to make the reader laugh at his archaic language or the awkward situation created 
between the male and the female horses and the reaction of Rocinante’s owner. The horse 
is represented as a living being capable to make his own decisions. It can be perceived 
that in Don Quixote every opinion is a living concept inseparable from the human 
                                                 
37 “As it happened, Rocinante felt the desire to pleasure himself with the ladies, and as 
soon as he picked up their scent he abandoned his natural ways and customs, did not ask 
permission of his owner, broke into a brisk Little trot, and went off to communicate his 
need to them” (Cervantes 103). 
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voice.38 Even Rocinante is an humanized character, he has his desires and can make 
decisions for himself, as well as for his owner. He has the right to choose which way to 
go when Don Quixote leaves the house for adventures for the first time: “ . . . he 
immediately grew serene and continued on his way, following only the path his horse 
wished to take, believing that the virtue of his adventures lay in doing this” (Cervantes 
25).  
In Tristram Shandy, the humor aspect lies both in the way Tritram represents 
occurrences, and in the actions of other characters. One of the first and most amusing 
long narrations is the description of Tristram’s birth. Although the boy is the one who 
tells the story without being present at the scene of the action, the observations he makes 
are comical: his mother cannot go to London to give birth because she has had false 
alarms before, the doctor does not come on time, the father passes out, and it seems like 
nothing can go right at this moment. The reader proceeds through chapters laughing 
without paying attention to one important narrative technique. The narrator is not 
omniscient, but a character from and within the book, who is not present at every 
situation. It therefore becomes questionable whether Tristram’s descriptions could be 
credible.  
The point is that Tristram is a figure in the novel, not a mere projection of 
Sterne. He has a nature and a quality of his own. In a sense nothing 
happens to him, certainly no events that can be laid end to end and called 
                                                 
38 Bakhtin, in Problems of Dostoyevski’s Poetics introduces the notion of various voices, 
or as he coins the term, “polyphony.” In his opinion every voice is a living concept living 
inside the human brain. (17) 
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an action. Yet he observes everything and reflects on everything, even if 
often the reflection is implicit in the report. His mind is in continuous 
activity, under the dominance of its own laws. There is no selection and 
ordering in terms of an issue raised by an impermanent or local morality, 
nor in terms of a falsifying line of action called a plot. (Lehman 173-74) 
Tristram’s absence as a character for most of the time, and his present voice make 
an interesting twist to the novel’s picaresque aspect. The protagonist tells his life not 
from the point of view of a person involved in the situation, but from the point of view of 
someone who observes himself and others as an outsider. Similar situation occurs in the 
second volume of Don Quixote, when the heroes learn about a book written about them, 
and there is a narration created as they move along having adventures. At that point, both 
Don Quixote and Sancho Panza have the possibility of creating their own story as though 
they were the one to tell it. And when they tell a story, of course, they would like to add 
and omit some aspects of their everyday life and adventures, just like Tristram does.  
Joseph Andrews and Tristram Shandy are novels that were part of popular reading 
in the eighteenth-century England. Again, both novels resemble Don Quixote in various 
aspects. It is interesting to see that both Fielding and Sterne did not seek a singular 
representation of a re-accentuated Quixote in their respective novels. Various characters 
are re-accentuated Quixotes and Sanchos, and various episodes strive to represent the 
funny quixotic manner of occurrences. It is obvious that both writers, using the wide 
quixotic theme in their novels, have achieved a strong criticism of the ridiculous, the 
obsessed, the jealous and the ignorant, at the same time offering a reading full a hearty 
laughs and entertainment.  
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1.3 The Russian Quixote 
Russian Literature, among most of the European countries, presents a number of 
writers inspired by Cervantes and attempting to create quixotic novels. Various authors, 
among them Fyodor Dostoevsky and Leo Tolstoy read and re-read Don Quixote and were 
fascinated by the ideas, character development and writing techniques offered in 
Cervantes’. However, Russian literary scholars and authors, as well as keen readers, were 
exposed to the translated Quixote significantly late as opposed to other European 
countries. Only in 1769 was the first translated edition of Quixote available in Russia 
(Mancing, Encyclopedia I 295). After more than one hundred and fifty years, the Spanish 
novel was an outstanding novelty for Russian monolingual readers. Although the 
intelligentsia, including well known writers, had supposedly had access to Quixote in 
other languages, the quixotic novel became a known phenomenon only when it was 
widely read and acknowledged after 1770s. Soon after the first translation, literary 
creations began to appear sharing a common theme with Quixote, introducing mad, 
intelligent, full of aspirations, and enamored characters. After a century, Russian 
literature reached its peak, and the nineteenth century is most commonly referred to as 
Russian Golden Age. Later, in the twentieth century more literary activity followed the 
Golden Age, creating yet another great literary era: Russian Silver Age. Both the 
nineteenth and the twentieth centuries are the birthmark of a number of quixotic novels in 




1.3.1 The Idiot, Fyodor Dostoevsky 
Fyodor Dostoevsky, one of the greatest Russian writers of all time, demonstrates a 
very explicit influence from Cervantes’ works, especially Don Quixote. His novels are 
not only innovative and profound in the Russian context of the nineteenth century, but 
also complex and harshly critical. The writer’s productions did not come out easily and 
were not addressed to amateur readers. Critics and scholars have been debating what 
various sources of inspiration Dostoevsky could have had. It is known from the writer’s 
diaries that he profoundly examined the structure and stylistics of Cervantes’ works. In 
Dostoevsky’s novels, one does not only find similar characters or ideas that previously 
appeared in Don Quixote but also polyphony—an abundance of dialogues, outstanding 
and autonomous characters who, albeit secondary, play a prominent role in the 
development of the narration. The Idiot (1869), among all the well-known works of the 
Russian writer, is one of the most unique novels that includes both novelistic nuances and 
characters grounded in Cervantes’ Don Quixote .  
To sum up the novel very briefly: Prince Myshkin returns to St. Petersburg from 
Switzerland where he had spent four years being treated for his epilepsy in a clinic. He 
only knows the Epanchin family in St. Petersburg. The Epanchins have three daughters, 
the youngest, Aglaya, being the most beautiful one. General Epanchin has an assistant 
whose name is Ganya and who is in love with Aglaya, however he proposes marriage to 
Nastasya Filippovna, because Trotsky has promised to give him 75.000 rubles for that. 
Nastasya Filippovna has another suitor whose name is Rogozhin, and on the day when 
Ganya proposes her, suddenly prince Myshkin does the same, and, of course, both of 
them are rejected. Nastasya Filippovna, however, can’t make up her mind between 
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Myshkin and Rogozhin, and keeps coming back to and separating herself from Myshkin. 
After a while, Myshkin begins demonstrating feelings for Aglaya, and she shows interest 
toward him too. However, Aglaya asks Nastasya to meet her and Myshkin, and gives an 
ultimatum to Myshkin, who has to choose either her or Nastasya Filippovna. This 
meeting results in Aglaya running away, and Nastasya Filippovna moving in with 
Rogozhin. Myshkin, chasing her down to St. Petersburg, realizes that Rogozhin has killed 
her, which makes Myshkin lose his mind and return to the Swiss clinic again. 
The novel, at the very first sight, doesn’t look explicitly quixotic as, for example, 
Madame Bovary or Joseph Andrews. However, there is still the clear image of a re-
accentuated adventurer, who is prince Myshkin. There are a number of similarities 
between Quixote and Myshkin. While Don Quixote, who is a simple hidalgo, names 
himself Don, Myshkin claims to be a descendant of Russian nobles, and calls himself a 
prince. Don Quixote likes to read chivalric novels, and Myshkin reads Russian books, 
and as he says, they help him come closer to the Russian culture after many years spent in 
Switzerland: “I studied constantly for four years, though not quite in a regular way, but 
by his special system, and I also managed to read a great many Russian books” 
(Dostoevsky 29).  
Another aspect that brings Quixote and Myshkin together is that both have been 
claimed to be the incarnation of Jesus Christ. Taylor points out that Dostoevsky’s notes 
demonstrate the author’s desire to equate Prince Myshkin with Christ, and his plans to 
plotting ways “in which Myshkin will embody kenotic Christian love” (57). The 
protagonist of The Idiot serves to “test the impact of a contemporary Christ who is 
dedicated to living a life of genuine compassion” (Barnhart 84). “Doubtless Christ was 
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the chief model for Myshkin and Don Quixote the secondary one. The problem of 
defining the influence of the latter is, however, somewhat difficult because of the 
resemblance of Don Quixote himself to Christ” (Turkevich 126). The scholarship on 
Cervantes abounds with ideas and suggestions that the Spanish writer, as well, had tried 
to create an embodiment of Christ. Unamuno, one of the most prominent Spanish 
philosophers and writers, thinks that Don Quixote, like Christ, was there to save the 
world and take nothing in return.  
Prince Myshkin has two Dulcineas: Aglaya and Nastasya Filippovna. According 
to Mancing, Aglaya better than any other character represents the figure of a re-
accentuated Dulcinea (Encyclopedia I 249). Myshkin and Aglaya exchange letters that 
convey excessive familiarity and affection, which causes Aglaya’s infatuation towards 
Myshkin. This act parallels the one in Don Quixote where the protagonist writes a letter 
to Dulcinea, which, however, never finds its way to her. It is not accidental that in The 
Idiot, Aglaya’s letters are found in a copy of Don Quixote. As Mancing notes: 
In The Idiot, Aglaya Epanchin, the figure who most parallels D[ulcinea] 
[de] T[oboso], hastily places a note from the prince in a book and only 
later sees that the book is D[on] Q[uixote], an act that, like the chapter 
devoted to a discussion of Pushkin’s ballad “Poor Knight” and DQ (where 
Aglaya says “the ‘poor knight’ is also a Don Quixote, only serious and not 
comic”), is an explicit allusion to one source of the protagonist’s character. 
(Encyclopedia I 249) 
Myshkin’s love story, nonetheless, does not terminate with Aglaya. All of a 
sudden, unexpected for everyone, Myshknin proposes Nastasya Filippovna. Myshkin, for 
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a reason, proposes her on the very same day Ganya does so. It is hard to believe that 
Myshkin is in love with Nastasya, but according to him, his proposal would not only 
show his affection toward Nastasya Filippovna, but also attribute positively to the mess 
created by Ganya’s proposal, which was performed only because of monetary interests. 
Of course, Myshkin’s act is not welcomed, and he is criticized and laughed at. 
Afterwards, however, the prince does not give up courting Nastasya Filippovna. As 
Gratchev claims, it is not because of romantic and sincere love that Myshkin feels for 
Nastasya Filippovna, it is because Myshkin loves her like Jesus Christ (168-69). This 
behavior makes characters, as well as readers, question whether Myshkin really has 
feelings toward Nastasya, if it was a competition for him, or an expression of his ego to 
attract attention from all women suitable for him. With the progress of the novel, it is 
clear that Myshkin is mostly inclined towards Nastasya Filippovna who represents the 
unachieved dream of the hero (like Don Quixote who never has the opportunity to see 
and talk to his beloved Dulcinea). Turkevich, however, believes that Myshkin loves both 
Nastasya Filipovna and Aglaya “fervently, but not passionately. Like Don Quixote, he is 
ignorant of women, except as aspects of his ideal. Physical love would have been just as 
great a betrayal of his ideal as it would have been in the case of Don Quixote” (129). The 
prince, eager for Nastasya to express affection toward him, follows her to Saint 
Petersburg, where she lives with Rogozhin now. Unlike Don Quixote, it is not the books 
that affect the sanity of Myshkin in the beginning of the novel, it is the death of 
Myshkin’s re-accentuated Dulcinea, Nastasya Filippovna, that causes him lose his mind 




There are several references to Don Quixote in The Idiot. As mentioned, Aglaya 
accidentally puts her letters in a copy of Don Quixote, which suggests that she has read or 
is currently reading the novel: “And only a week later did she happen to notice what book 
it was. It was Don Quixote de La Mancha. Aglaya laughed terribly – no one knew why” 
(Dostoevsky 189). Myshkin is compared to Don Quixote, the “poor knight,” although 
Myshkin is represented as a less fanatical man who has only visited his homeland to find 
his lost connection with it, while being a teacher there. Dostoevsky’s “poor knight” 
mentioned by many characters, especially Adelaida, is a straight reference to Quixote. 
Myshkin’s reply to Adelaida: 
“I base myself on your own exclamation!” Kolya cried. “A month ago you 
were looking through Don Quixote and exclaimed those words, that there 
is nothing better than the ‘poor knight.’ I don’t know who you were 
talking about then – Don Quixote, Evgeny Pavlych, or some other person 
– but only that you were speaking about someone, and the conversation 
went on for a long time. . .” (Dostoevsky 247) 
It is important to note that both “poor knights,” Don Quixote and Myshkin, have 
one common objective, which is to make the surrounding world a better place. Quixote 
wants to be a knight errant, and save the world from evil, and Myshkin wants to be back 
in his home country, and do useful work. As is later seen in The Idiot, Myshkin is an 
excellent calligrapher, and there is a potential job he could have. Although Myshkin is a 
serious young man, he sometimes acts like a dellusional Quixote driven from the 
situation. For example, his proposal to Nastasya Filippovna on the day when Rogozhin 
proposes her is unthoughtful, and to many, it represents his insanity. However, with all 
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the faults and imperfections that Myshkin’s character stands for, Dostoevsky’s creation 
emanates compassion among readers. This same technique was previously implemented 
by Cervantes: Quixote acts irrationally at times, but the reader is empathetic towards him. 
While the Spanish author created a poor old man, Dostoevsky created a poor young but 
sick man, both of them imperfect but “poor.” 
Similarities between Don Quixote and Prince Myshkin are not limited to 
references in the novel, what many might call coincidental resemblances. Quixote and 
Myshkin, are free characters, liberated from their creators, and independently growing. It 
is crucial to understand that the way Cervantes depicts his protagonist at the beginning of 
the novel is not what Don Quixote represents at the end, and the idiotic image of his 
character that Dostoevsky asserts at the beginning of his novel, is unacceptable for the 
readers as they proceed further through the novel. Cerventes’ protagonist is claimed to be 
an old, senseless man, whose dreams are ridiculous, and do not comply with 
contemporary standards. At the beginning of the novel, the author and the characters of 
Don Quixote do not accept the protagonist, and call him crazy. As the narration goes on, 
characters slowly begin to acknowledge Don Quixote, and at the end of the novel 
everyone is grieving his “conversion” from Quixote to Quijano, and his death as simple 
hidalgo. Myshkin, as well, is presented as an idiot, and through the first half of the novel, 
the word “idiot” is pronounced various times with reference to the prince.39 Although, he 
is introduced in the novel with the image of the idiot, the picture slowly changes as 
                                                 
39 “The Russian author himself does not say that the Prince is an idiot; it is the other 
characters in the novel who say so; but Dostoevsky does say that Myshkin is a sickly 
man, and that he has attacks (Serrano-Plaja 34). 
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Myshkin writes, tells stories to the Epanchin daughters, and leaves a positive impression 
on most of the characters. The declination of the characters’ health is also similar, 
although one goes through a psychological damage, and the other one suffers a physical 
trauma. In the case of Cervantes’ hero, the assaults that finally lead to his health 
declination are physical, but for Myshkin they are “spiritual and far more painful” 
(Turkevich 126). 
What Cervantes and Dostoevsky present, are crude and old, diseased and idiotic, 
crazy and incompatible, unmindful and inconsiderate characters. The picture, nonetheless, 
shifts through the pages and the negative image of the protagonists slowly changes to a 
positive perception. 
The Idiot has structural similarities with Don Quixote as well. The extensive novel 
is divided into four books and each of them has ten to sixteen chapters. Each chapter 
resembles a Cervantine writing technique, they end at that moment when the reader 
cannot help but continue with the new chapter.  
For these and numerous other techniques employed in Dostoevsky’s novel, along 
with Dostoevsky’s notes, it is clear that Cervantes has played an immense role in shaping 
Dostoevsky’s authorial identity. Characters and episodes found in The Idiot affirm yet 
another time the deep impact that Cervantes’ novel has had on the Russian author. 
However, contemporary literary analysis on Dostoevsky and Cervantes has brought to 
light the concept of “polyphony” that is well worth an observation. 
Dostoevsky is perhaps better known among scholars not because of his unique 
characters, but for the multitude of voices present in most of his work. M. M. Bakhtin in 
his Problems of Dostoevsky’s Poetics, refers to the representation of all characters and 
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their voices as one whole, and calls it “polyphony” (6). Bakhtin defines this term as a 
“plurality of independent and unmerged voices and consciousnesses” (6). For Morson, on 
the other hand, the concept of polyphony is often misunderstood and very often used as if 
it meant a mere plurality of voices (Narrative 91). He puts together Bakhtin’s statements 
about polyphony and introduces a more precise and a more explicable definition of 
polyphony: 
As Bakhtin coined the term, a polyphonic novel is one in which a special 
relation obtains between author and hero. That relation allows the hero to 
be truly free, capable of surprising not only other characters but also the 
author. In some crucial aspects, the polyphonic author- not just the 
narrator- resembles just another character. (91) 
Following the definition of polyphony that Morson gives, it is easy to notice all 
the aspects mentioned in Don Quixote, which could be claimed to be an earlier novel that 
introduces polyphonic narration before the latest novels of Dostoevsky did. It is 
interesting, however, that what Bakhtin refers to as a polyphonic novel, is an example of 
a modern novel for Watt. 
The following are Ian Watt’s criteria for characterizing the modern novel: 
(a) originality of plot, (b) realistic particularity of detail, (c) individual 
identity of characters, (d) and (e) particularized time and space, and (f) an 
authentic account of the actual experiences of individuals, achieved 
through referential (as opposed to strictly stylized) language. Which of 




Bakhtin’s characterization of a polyphonic novel that coincides with the definition 
of Watt’s modern novel is inarguably what Cervantes’ work features. It is known that 
Dostoevsky had a profound influence from Cervantes, and it is highly possible that the 
polyphony found in The Idiot is a reflection of the Russian writer’s influence from Don 
Quixote. 
What Dostoevsky adapted from Cervantes, therefore, is the excellent expertise of 
narrative, along with characters and episodes. It is not coincidental that The Idiot is one 
novel that presents a unique protagonist, a good man who is crazy, and a saint who is 
misunderstood. Dostoevsky’s frustration with his developing character is reasonable, as 
there is a thin line between a ridiculous mocking and sympathetic acceptance. 
Dostoevsky, similar to his predecessor, Cervantes, was able to balance the two extremes, 
and create a brilliant Russian re-accentuation of Quixote, under the identity of Prince 
Myshkin. 
  
1.3.2 Anna Karenina, Leo Tolstoy 
Leo Tolstoy, a contemporary of Fyodor Dostoevsky, is mostly known for his 
novels conveying realism. His War and Peace (1869) and Anna Karenina (1877) have 
become widely acknowledged for the abundance of components of realism, history and 
social life. Tolstoy, unlike Dostoevsky whose work mostly revolves around a fictional 
world, creates work representing his time and beliefs. Tostoy’s novels brilliantly depict 
the life of the Russian aristocrats, of the working class, and of the peasants in the 
countryside. His short stories and fairy tales mainly written for children and little 
educated people, present the beliefs and traditions of nineteenth-century Russia. Tolstoy’s 
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style of creating literature coincides with the one of Cervantes. The Spanish writer, too, 
presents the Spanish lifestyle, beliefs, traditions and historical events in his work. 
Reading Don Quixote, for example, one learns about the social class division of the time, 
the political structure, the life of the hidalgos and the poor, and most importantly, the 
reader gets a vivid image of la Mancha: the geography, climate, places and people of the 
area. The Russian and the Spanish writer are perhaps two of very few singular pre-
twentieth-entury authors who have observed and understood the human nature and 
psychology in a deeper level and have depicted the human being as it is, with their virtues 
and faults, fears and strengths. Tolstoy, who has realized his accomplishment of 
representing the human in its entirety writes about Anna Karenina: “This novel is truly a 
novel, the first one in my life” (Anna vii). His novel, like Don Quixote, “illustrates why 
we would be wise to proceed from experience up” (Morson, Anna 32). Both Cervantes 
and Tolstoy create and develop “prosaics in unforeseen directions” and offer “ways of 
comprehending not only individual lives but also general issues of social reform” (32). 
Anna Karenina is one of the most read and most appreciated works of the realistic 
fiction of Tolstoy. Presenting a feminized re-accentuation of Quixote, Tolstoy questions 
the place of the woman in the Russian aristocratic society. Anna, who is the main heroine 
of the novel, stands as the archetype of the anti-woman and anti-mother of the Russian 
aristocracy of the nineteenth century. The feminized re-accentuation of Don Quixote in 
Russia has a fate similar to her Western predecessors Arabella, Catherine and Emma.  
Tolstoy’s novel has been compared, various times, with Madame Bovary, since it 
presents the non-stereotypical unity of an adulterous woman and a virtuous husband, as 
well as their son, who is brought up in an ill-natured family environment. Anna Karenina, 
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however, as opposed to Flaubert’s novel, presents the life of several families, therefore 
trying to depict the good in contrast with the bad.40 The famous first line of the novel is a 
representative of the multitude of situations, good and bad, that are posited in every 
family: “All happy families are alike; each unhappy family is unhappy in its own way” 
(Tolstoy, Anna 1). This statement insinuates further focus on the differences of various 
unhappy families. Anna Karenina and her family represent the degrading social system of 
Russia in the eyes of Tolstoy, while Konstantin Levin acts as the “spokesman for his 
                                                 
40 Regarding the similarities of Madame Bovary, Anna Karenina, Don Quixote and the 
polyphonic narration, it is interesting to take a look at Nabokov’s Lectures on Don 
Quixote. The writer states that 
Madame Bovary, for instance, is a one-track novel, with hardly any 
switches. Anna Karenina is a multi-track novel with major switches. What 
is Don Quixote? I should call it a one-and-a-half track novel, with a few 
switches. Knight and squire are really one, and anyway the squire only 
plays up to his master; however, at a certain point in the second part they 
get separated. The switches are very crude, as the author shuttles self- 
consciously between Sancho’s island and Don Quixote’s castle, and it is a 
positive relief to everybody concerned—author, characters, and reader—
when the two get together again and revert to their natural knight-and-
squire combination. (10) 
It is fascinating to see Nabokov’s perception of Don Quixote as a one-and-a-half 
faceted novel, as opposed to Anna Karenina, which is a novel with double switches. 
While Tolstoy makes a clear distinction between the voices of the protagonists and the 
intersections of their lives, Cervantes masterfully unites the life paths of the knight and 
the squire and elevates the polyphony to a level where Quixote and Sancho leave an 
impression of an inseparable unity, but also make sense and are fully independent when 
separated. Therefore, I believe that when Don Quixote and Sancho are separated, the 
reader realizes how developed the two characters are, and how coherent the story still is 
when the two protagonists are split. This phenomenon is due to the fully developed and 
complex personality that both Quixote and Sancho exhibit. As Unamuno writes: “The 
greatest . . . feature of their common life is that we cannot conceive of the one without the 
other; and that . . . they were, not the two halves of a whole, but a single being viewed 
from either side” (150-51).  
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creator,” presenting the example of a virtuous Russian muzhik,41 and the working class 
(ix).42  
Anna is from a wealthy household. She is General Karenin’s wife, and her family 
enjoys high respect of the society. She travels to Moscow from Saint Petersburg to visit 
the family of her brother, the Oblonskys. The reason for her travel is to persuade her 
brother’s wife Darya to forgive him, since he has had an intimate relationship with their 
children’s governess. Anna’s trip to change someone’s life for the better clearly indicates 
a resonance with Don Quixote, who usually fails in resolving problems. The Spanish 
knight errant, who sets out of his little house to right the wrong, encounters various 
incidents that, in his opinion, need his intervention in order to be resolved.43 Anna, as 
opposed to Don Quixote, is able to resolve the issue existing in her brother’s family. 
However, the same issue soon becomes present in her life. Count Vronsky falls in love 
with her, and the two enter into an extramarital relationship. Because of the social status 
and the possible negative response, General Karenin does his utmost to save his family in 
the eyes of the society. However, since Anna cannot tolerate her relationship with 
Karenin, and taking into account that she now bears the child of Vronksy, she decides to 
                                                 
41 Muzhik is now more commonly used as “a man.” However, Tolstoy uses this word to 
refer to “a farmer,” “a peasant,” which was the common way of calling men of working 
class. 
42 In the Introduction to the translation of Anna Karenina, it is stated that “Levin is his 
[Tolstoy’s] most complete self-portrait. He has the same social position as his creator, the 
same ‘wild’ nature, the same ideas and opinions, the same passion for hunting, the same 
almost physical love of the Russian peasant” (xiii). 
43 It is well known that not all the issues are resolved. For example, the adventure with 
the boy Andrés, who is being beaten by his master has a worse turnout after Don 
Quixote’s intervention.  
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leave her husband and her son and go to Italy with Vronsky. The lovers’ life in Italy 
becomes unbearable after the two discover that it is extremely hard for them to find 
friends. Being used to the social society of the Russian aristocrats, the two decide to 
return to Russia. Anna’s life now parallels the lives of the aforementioned feminized 
Quixotes: Arabella, Catherine and Emma. She is unable to find her place in the society 
and faces disrespect by many. The situation, however, is not similar for Vronsky, who 
has no difficulty in regaining his social position and being able to lead a life similar to 
what he was used to before. Anna becomes agonized. Unable to face her adultery and the 
mockery of the society, she throws herself in front of a moving train. The novel 
concludes with reflections of Levin who goes through a self-realization and comes into 
harmony with his Christian beliefs. In this way, Tolstoy juxtaposes the adulterous image 
of Anna Karenina to the righteous figure of Konstantin Levin. According to Stenbock-
Fermor, this opposition illustrates Tolstoy’s religious views that will be discovered by 
himself and the readers much later. As she states, “Anna belonged to the social group 
who lived in darkness and hypocrisy; when tempted by evil she could not resist and 
destroyed herself. Levin knew where the evil was and avoided it” (64). However, it is not 
only about facing the evil and not being able to resist it. Anna’s problem, like Don 
Quixote’s, was being unable to come to harmony with her self and the environment.44 It 
is the self negativity and the failure to come to terms with her own self that impedes her 
from rationality, and finally results in her suicide. The same relates to Don Quixote. As 
Jaanus and Kurrik state, Anna Karenina is a victim of action and production rather than 
                                                 
44 Remember Ortega y Gasset’s famous quote: “I am myself plus my circumstance, and if 
I do not save it, I cannot save myself” (45). 
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madness (139). Her actions are unjustified “not only because she becomes incapable of 
dialogic communication, but because her final self-dialogue is a ‘rational’ recognition 
and her suicide an action and work which she intends as a recognition of herself, as a 
self-objectification” (140). It is appropriate to describe what Anna was going through as 
exotism, a term coined by M. M. Bakhtin meaning: “opposition of what is alien to what is 
one’s own, the otherness of what is foreign is emphasized, savored, as it were, and 
elaborately depicted against an implied background of one’s own ordinary and familiar 
world” [emphasis in the original] (Dialogic 101). Anna follows the paradigm of Don 
Quixote not because she is weak and is unable to resist the evil casted upon her by the 
charms of Vronsky, but because she, like her predecessor, fails to live in harmony with 
her adopted identity and unconventional lifestyle. One of the problems that Anna, along 
with Emma Bovary, for example, faces is that she, like Don Quixote, is a victim of 
circumstances. If Don Quixote had a two faceted interpretation to his story, one being his 
choice of imitating knight-errants, and another being a victim of practical jokes, Anna’s 
choice following her emotions results in social disrespect (Welsh 163). 
Anna Karenina, as mentioned, is the re-accentuated Quixote in Tolstoy’s novel. 
She has a kind heart and tries to change the world into a better place. Her intentions of 
improvements for the better is depicted in her visit to Darya’s household, in her attempts 
to justify herself for what she has done to Kitty,45 as well as her wish to justify herself as 
                                                 
45 Kitty is Darya’s younger sister, who later becomes Levin’s wife. Kitty, who has two 
suitors, Levin and Vronsky, thinks she is in love with Vronsky, who is her mother’s 
preferred suitor for Kitty as well. However, Vronsky ignores Kitty at the ball, showering 
Anna Karenina with his attention. Anna feels guilty for what happened, but later learns 
that Kitty, after her sickness and recovery at a German resort, has been able to reconnect 
with Levin.  
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a woman in front of the judging society and even her friend Betsy. However, like all the 
attempts of the previously discussed female characters, Anna’s intents of heroinism are 
denied and failed because of her gender (Mandelker 50). Anna’s life is monotonous at 
home. She does not like the family ideal that she sets forth because she thinks that this 
image is forced and faked. Although she is a huge fan of her son, she does not feel happy 
with her husband. Through Anna’s sentiments, Tolstoy represents the conflict of the 
social and personal image that many aristocratic families of the time had endured. 
According to Mack Smith, Anna Karenina and Don Quixote share one important aspect, 
apart from the quixotic traits. Both protagonists present a binary opposition of the “social 
and representational conventions” of their respective eras, and both are faced with the 
harsh reality only after undergoing the unreal fancies that the two experience (13). Anna, 
like her husband, likes to read. And her preferences are limited to romances, written in 
French or in English. During her train ride back to Saint Petersburg after the ball incident 
in Moscow, Anna finds herself reading an English novel. 
Anna Arkadyevna read and understood, but it was unpleasant for her to 
read, that is, to follow the reflection of other people’s lives. She wanted 
too much to live herself. When she read about the heroine of the novel 
taking care of a sick man, she wanted to walk with inaudible steps round 
the sick man’s room; when she read about Member of Parliament making 
a speech, she wanted to make that speech; when she read about how Lay 
Mary rode to hounds, teasing her sister-in-law and surprising everyone 
with her courage, she wanted to do it herself. But there was nothing to do, 
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and so fingering the smooth knife with her small hands, she forced herself 
to read. (Tolstoy, Anna 100) 
This passage shows how much Anna becomes affected by literature. She wants to 
live the life of the fictional heroes herself, a wish that parallels the illusions of the 
Spanish knight-errant. After reading various chivalric romances, Don Quixote wishes to 
become one of the heroes depicted in these novels. After reading various novels, Anna 
Karenina questions her reality and takes the role of a heroine that her readings present. 
Her delusional version of life and love is finally embodied in Vronsky who desperately 
falls in love with Anna. Karenina’s adventures begin once she leaves her house for the 
first time to travel to Moscow, and continue until she, unable to accept the reality, 
commits suicide. By developing a character like Anna Karenina, Tolstoy brings forth and 
challenges the existing stereotypes of borders, boundaries, frames, and limits (Mandelker 
80). Again, the female protagonist of Tolstoy’s novel, like the main heroine of Flaubert’s 
novel, is judged and unaccepted by her contemporary society. Even Vronsky who has 
been involved in the relationship thinks that Anna is a woman of “non-existent honour” 
(Anna 305). The reader may justifiably ask whether Tolstoy’s intention was misogynist 
and sexist, attempting to bring to light the anti-feminine and the dangers this type of 
behavior brings along (Mandelker 18).46 The heroine who presents the four quixotic 
                                                 
46 Later in her book, Mandelker discusses various possibilities of how Tolstoy himself 
saw Anna Karenina. According to her, Tolstoy was against the complete domestication of 
female members of the society. He favored greatly the outside activities that the women 
would engage in. Tolstoy saw it as a wonderful way to disengage women and mothers 
from their daily drudgery. However, Anna gets carried away by her illusions, and instead 
of finding entertainment outside of her internal space, she drifts away from her natural 
and social responsibilities (18-23). 
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elements of the reader, the dreamer, the adventurer, and the lover, presents yet another 
female character in the European novel that fails miserably in the quest of finding 
happiness. In Tolstoy’s novel, unlike, for example in The Female Quixote, no one is 
compassionate toward Anna. Everyone begins to avoid Anna after she leaves her husband 
to live with her lover. However, Karenin shows magnanimity various times to save his 
own face in the society, and takes care of his son and Anna’s daughter after his once 
beloved wife’s death.47  
The Russian re-accentuations of Don Quixote set themselves apart from the rest 
of the European re-accentuations for various reasons. First, due to the late introduction of 
Don Quixote in Russia, the understanding and appreciation of Cervantes’ novel is 
different from the rest of Europe. The perception of Don Quixote in the Eastern and 
Western novel spanning a period of a century and a half is undeniably different, given the 
social, historical, religious, literary and other contexts that have changed over time. The 
two Russian authors have been able to re-contextualize the image of the Spanish knight 
into their context by bringing realistic aspects into their novels. By reading both The Idiot 
and Anna Karenina, the reader gains a full grasp of how the Russian aristocracy operates. 
Both novels present a polyphonic narrative, like Don Quixote and resemble the novel by 
lengthy descriptions and dialogues, covering a space of over a thousand pages. Beside the 
                                                 
47 According to Morson, Tolstoy does not only question the role of women in a given 
society, but also brings forth some criticism toward the historically known “great man.” 
As we see in Anna Karenina, Karenin is referred to various times as a great man and a 
respectable figure. However, in Morson’s opinion, Tolstoy attributes the entire 
misfortune of the novel to Karenin’s negligence. He asserts that Tolstoy “has a point in 
suggesting . . . that negligence and inaction, rather than malice, cause much evil, he 
exaggerates in attributing most evil to negligence” (Anna 2).  
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great reception in Russia and abroad, the novels of Dostoevsky and Tolstoy are some of 
those singular works, that like Don Quixote have been able to present the human kind, the 
human psychology, nature and physiology.  
The novels discussed in this chapter are only a part of the vast number of novels 
written in Europe that resemble Don Quixote. Europe is the continent that has produced 
more literature grounded in Don Quixote than any other continent. The authors I referred 
to in this chapter show various motives for imitating Cervantes, adapting aspects from 
Don Quixote and re-accentuating the protagonists. As we saw in the case of Charlotte 
Lennox, Jane Austen and Gustave Flaubert, Don Quixote has been re-accentuated into a 
female character. These three authors have based themselves on Cervantes’ novel in 
order to criticize the act of excessive reading for women, and diverting themselves from 
their gender roles. Tristram Shandy and Joseph Andrews, unlike the novels that 
incorporate female protagonists, represent mixed quixotic values. However, the four traits 
that make up a character as a re-accentuated Don Quixote, are well presented and 
distributed among various characters. Russian literature, although later than other 
European countries, shows influence of Don Quixote as well. The Idiot and Anna 
Karenina demonstrate different perception and interpretation on the re-accentuation of 
Cervantes’ hero. All the novels that incorporate quixotic characters and re-accentuate the 




CHAPTER 2. QUIXOTIC NOVELS IN AMERICAN LITERATURE AND THE ROLE 
OF THE RE-ACCENTUATED QUIXOTE 
American literature offers a vast number of refined works by distinguished writers. 
The literary background inherited from the copious European and Eastern literature 
blended into culturally peculiar concepts and established a new outset of literary 
phenomena. Soon after the formation of the nation, what turned into a more popular 
literary stream in the United States was the representation of the American Dream, a 
dream of achieving one long-wished goal. Various novels represent the notion of moving 
to a certain place, gaining a certain amount of money, and achieving a certain status. The 
quixotic novels discussed in this chapter are to a larger or smaller extent a representation 
of the American Dream in literary context. Most characters in an American context, as 
will be seen, although readers, do not allow books change their lives and draw them into 
foolish behavior unconventional for their societies. On the contrary, most of the 
characters are obsessed by an idea, a concept or a dream that they want to achieve, and 
they are not necessarily influenced by literature. The re-accentuated images of Don 
Quixote in the literature of the United States expose themselves and represent a very 
different contextual angle. These re-accentuated Quixotes represent the New World, 
bringing into light their different social, historical and cultural backgrounds.  
This chapter focuses on the analysis of novels written by American authors that 
bring forth a re-accentuated image of Don Quixote, and are mainly based on aspects and 
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writing techniques adapted from Cervantes’ novel Don Quixote. The re-accentuated 
image of Don Quixote will bring together such eminent novels as Moby Dick (1851) by 
Herman Mellvile, The Great Gatsby by Scott F. Fitzgerald, Lolita by Vladimir Nabokov, 
Don Quixote by Kathy Acker, and City of Glass by Paul Auster.  
 
2.1 Obsession and Failure 
2.1.1 Moby Dick, Herman Melville 
For all men tragically great are made so through a  
certain morbidness. Be sure of this, O young ambition, 
 all mortal greatness is but disease. 
~Herman Melville, Moby Dick 
 
Moby Dick, considered to be Herman Melville’s masterpiece, and one of the most 
important American novels, was first published in 1851. The novel presents a quixotic 
theme, and offers an abundant variety of marine adventures. The protagonist of Moby 
Dick, Captain Ahab, is as obsessive as Cervantes’ Don Quixote, and “has often been 
compared to [him] in his single-minded obsession with an ideal that is larger than life” 
(Mancing, Encyclopedia II 476). However, the obsession of Ahab is only limited to one 
thing: catch and kill the White Whale named Moby Dick. Ahab does not represent a full 
four dimensional re-accentuation of Don Quixote. That is to say, Ahab is not a reader, a 
dreamer, an adventurer and a lover all at the same time. Ahab’s only readings perhaps are 
limited to books about whales, since he is a fanatical captain of a whaling crew; Ahab’s 
love is directed only toward his ideas and how he could benefit from them; and he dreams 
about catching the White Whale which is the cause of his mortal adventure. Ahab also 
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presents quixotic failure and destruction due to deep obsession that few re-accentuated 
Quixotes analyzed in this work have been able to depict. Both Cervantes and Melville 
successfully present an image of a man blinded by his dreams, and not foreseeing his own 
destruction in pursuit of his goals. 
Don Quixote has often been read as a novel of heroic adventures of the famous 
knight errant who wants to change the world. At the beginning of the novel, most of the 
protagonist’s failures are neglected and laughed at, and at the end, most of the readers 
show empathy for Don Quixote. As the reader finds the protagonist of Cervantes’ novel 
in his death bed, all the fictional characters presented in the scene are convinced that he is 
Don Quixote of la Mancha, the man who strove to undo evil, and not Alonso Quijano 
who travelled through la Mancha, and performed irrational actions which became the 
reason of physical and psychological violence directed to the poor knight-errant. The 
readers, as well as the characters of the novel, forget that Quixote, a man of a respectable 
age, rushes into every adventure with an unhealthy state of mind, and ends up with 
broken teeth, half an ear, or well beaten up. Not only does he endanger his health and life 
going into adventures, but also that of his loyal friend Sancho, who only tries to keep 
Quixote away from dangerous adventures and attacks, knowing what the result will be. It 
is important to note that there are very few adventures that Don Quixote brings about 
without any harm. So, each adventure he undergoes, and each time he is physically hurt, 
he declines in health and moves toward destruction. Eventually, in his last encounter with 
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Sansón Carrasco,48 Don Quixote falls and is never able to continue his chivalric quest. He 
is taken home, where he dies rejecting his identity of a knight errant.  
In Moby Dick, the reader finds a similar storyline. The protagonist, who also 
could be considered to be the antagonist for his brutal personality, is an obsessed captain 
of the ship named Pequod. Ahab wants to find Moby Dick, a fierce white whale that has 
caused him the loss of one of his legs. He wants to take revenge and kill the monstrous 
creature. His obsession is so strong that he does not realize the high level of danger the 
whale presents both for him and his crew. Neglecting a number of dangerous encounters 
with whales, Ahab refuses to stop and moves forward to find Moby Dick by all means: 
“Absolute master of his crew, out of sight of all civil restraints, opposed by nothing 
except the magnitude of his task and the craft of his antagonist, Ahab becomes more truly 
a monster than Moby Dick” (Van Doran 58). His extreme desire to capture the whale 
causes the destruction of his ship and the death of his crew, leaving only one survivor, the 
narrator of the story. A short analytical summary of Moby Dick will help explain 
similarities between Melville’s and Cervantes’ protagonists in detail. 
Ishmael is the narrator of Moby Dick and since the beginning of the novel the 
reader is faced with mystery: “Call me Ishmael”49 (Melville 1). The narrator expresses a 
                                                 
48 See note 77 for details about this character. 
49 The novel starts with an ambiguous statement. The mysterious “call me” and not “my 
name is” opens room for a true debate about the credibility of the narrator. The beginning 
of the novel already suggests possible implausibility of the story told by Ishmael. 
However, the narrator keeps reassuring the reader that all he tells is based on true stories, 
and acknowledges that for some it might seem unbelievable. This narrative trick is 
present in Don Quixote as well, where the reader is informed that the author is the Arab 
Cide Hamete Benengeli. The narrator informs that the Arabs are well known for being 
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wish for adventure and decides to sail away. Just like Cervantes’ hero, Ishmael stuffs a 
shirt or two into his old carpet-bag, and tucks it under his arm before setting off for an 
adventure (6). This takes him to New England where he is supposed to start his journey. 
There he meets Queequeg. Although he seems intimidating to Ishmael at first, he later 
becomes his best friend. They make a deal with Peleg and Bildad, sailors of the Pequod, 
and become members of the crew. Ishmael learns that the captain of the ship is the 
mysterious Ahab, who lost his leg in a fight with a white whale named Moby Dick. 
However, he and other members of the crew do not see Ahab on board for a significant 
amount of time. Once Ahab makes his first appearance on the deck, he reveals deep 
psychological damage. He is a tall, powerful man who seems to be “made of solid 
bronze,”50 and “though seemingly healthy and strong, he displays two deformities: an 
ivory leg replacing the one he lost in his fight with Moby Dick and a livid scar running all 
across his face. Thus, Melville displays visibly a portrait of a flawed hero” (Melville 121; 
Durán and Rogg 195). He is a heavy smoker, does not like being told what to do, and is 
overly blinded by his obsession of finding Moby Dick and killing it.  
There are rumors on the ship that Moby Dick is immortal and that it can be at 
several places at the same time. The narrator acknowledges that his story might sound 
unbelievable but proceeds with assurance that his story is viable. Soon, the crew begins 
                                                                                                                                                 
liars, but assures the reader that the story of Don Quixote is absolutely close to truth, and 
that he retold the story without adding or removing one single word (Cervantes 67-68). 
50 Ahab is compared to Cellini’s cast Perseus. His form is high, and broad. He seems 
made of solid bronze, and shaped in an unalterable mould (Melville 121). This 
description makes Ahab comparable to a tough and hard non- living substance. His livid 
scar is the only humane characteristics given to Ahab, still described as a “lofty trunk of a 
great tree” (121). 
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catching whales which is dangerous and could even take the lives of the whalers. Ahab, 
however, does not care about the whalers, and even after Queequeg’s boat is turned over 
by a whale, and only some of the whalers are saved from the waves and the dangerous 
creatures, Ahab wants to continue catching whales and looking for Moby Dick. Ishmael 
questions Ahab’s decisions, as well as him having his own crew of harpooners, a fact that 
no one had known before. While the sailing adventures continue, the Pequod crew 
encounters a number of other ships, like Albatross, Town-Ho, Jungfrau, and Rachel. The 
only reason Ahab wants to communicate with the captains of those ships is to find out 
whether they have seen Moby Dick, and to ask them for help in finding the whale. All the 
captains of the ships, however, either say that they do not want to go toward destruction, 
because they know that is expected if they make an attempt to catch Moby Dick, or that 
they have already tried and failed, or inform Ahab that they are still in search of it. Ahab 
feels there is competition between him and the captains of other ships, and he wants to 
find Moby Dick first. He even wants to sight Moby Dick first before any other member 
of the crew. In the meanwhile, the sailors continue chasing after whales and extracting 
spermaceti51 from the whales they catch. Ahab, as much as he wants to find and kill 
Moby Dick, still chases after any other whale he encounters. He hunts for other whales in 
order to store and later sell more valuable oil extracted from the whales’ spermaceti. In 
one whaling instance, however, one harpooner called Pip jumps out of the boat in order 
to be able to kill a whale. In result, he is hardly able to be saved, and the crew has to let 
                                                 
51 Spermaceti is an oily substance found in several types of whales. It is widely spread in 
making candles, wax, and oils. Spermaceti is created in the head of a whale, and has a 
biological function of controlling buoyancy and the sense of echolocation.  
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the whale go. This makes Ahab very mad, and he promises that he will never save Pip’s 
life if the latter tries to jump out of the boat to catch a whale again. However, Pip makes 
the same mistake again, and Ahab does not allow anyone help him. Pip is finally able to 
make his way to the ship, but because of the fight for his own life and his fears, he loses 
his mind. The rest of the novel is constructed around the same storyline. Ahab perseveres 
in his quest of looking for Moby Dick, until he is finally encounters with the whale. As 
predicted, he and all of his crew die in this encounter.52 Moby Dick is able to escape, and 
the only survivor is the narrator, Ishmael, who was thrown away out of the ship into a 
clear area, found Queequeg’s coffin, and used it as a boat. 
In Moby Dick, like in Quixote, the two protagonists have their “sidekicks.” In both 
cases, these people serve to indicate the reality to the obsessed people, but their words 
usually have no value. Ahab’s sidekick Starbuck is the one who gives him advice, tries to 
bring him to his senses in the moments of blind obsessive searches, but Ahab knows his 
purpose of travel and perseveres until he finds Moby Dick. Ahab’s encounter with the 
whale, however, causes the destruction of the captain and the crew. The captain is “in the 
grip of a passion so single and inveterate that his mind cannot admit the possibility of 
giving up or turning aside” (Van Doran 58). Don Quixote and Ahab share the same 
characteristics in this particular instance, because Don Quixote’s sidekick Sancho Panza 
not only accompanies him through their adventures, but also serves as the “reality 
instructor” of Don Quixote (Mancing, Chivalric 49). Although, the protagonist of 
Cervantes’ novel does not listen to Sancho at the beginning, he is eventually “sanchified” 
                                                 
52 Melville contrasts “the figure of Don Quixote, determined to ‘die, but do right’, with 
the foolish but ‘fulsome face’ of the ‘grocer green’” (S. Wood 243). 
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in the second part of the novel and is more open to Sancho Panza’s advice and comments 
(Madariaga). So, the obstinate heroes of the two novels convert their irrational thoughts 
and obstacles into fervent desires: “The desire of the obstacle, the transformation of the 
obstacle into an object of desire, is an unavoidable possibility of the internal logic,” and it 
governs the development of both protagonists’ mimetic desire53 (Bandera 247). Both 
heroes, Don Quixote and Captain Ahab, as mentioned before, are fanatical about their 
pursuits. Moby Dick depicts Captain Ahab, who is as much of a flawed hero as Don 
Quixote. He devotes his life to his chase after a whale much like the Manchegan knight 
pursued his dream (Durán and Rogg 191). The two protagonists resemble each other in 
various ways: they like adventure, they are persistent in their pursuits, and they tend not 
to second guess their decisions, even if those seem impractical and dangerous. However, 
the re-accentuated Quixote incorporated in Moby Dick, does not set out for adventures to 
right the wrongs and save the world like Don Quixote did. Ahab’s sole purpose of his 
long quest is, as mentioned, to catch and kill the white whale. As Durán and Rogg assert: 
“The most striking difference is the way in which the hero is conceived by the author. 
Both Don Quixote and Captain Ahab are mad, yet they are mad in very different ways” 
(193). Ahab calls himself “mad” on various occasions in Moby Dick, but Ahab’s madness 
creates awe and fear in the reader (H. Smith 183). Don Quixote is mad as well, but he 
presents it in such a way that the reader anticipates laughter for any adventure Don 
Quixote is about to undergo. “Ahab, in contrast, is prey to a serious, intense madness that 
                                                 
53 The term mimetic desire comes from René Girard and refers to that desire that we 
borrow from others. Don Quixote’s desire is to become a knight-errant and he does so 
through mimesis of various heroes of chivalric romances, among them Amadís of Gaul.  
86
 
increases dramatically towards the end of the novel, a madness that inspires awe, not 
laughter” (Durán and Rogg 194).  
Melville’s outstanding story, a mystery for some,54 and a quest for an impossible 
dream for others, has had a groundbreaking influence on the American literature. It 
represents, among other notions, the possible yet so indefinite dream that many of us are 
familiar with. Some critics have compared Moby Dick to the persistent American Dream. 
Harry Slochewer states that “Melville is among those who question the ethic of 
expansionism. His Moby Dick at once continues the American Myth of unlimited 
possibilities and expresses disenchantment with it” (225). Other Melville scholars find 
the novel a true representation of the American hunting culture in mid-nineteenth century, 
since whaling in nineteenth-century industrial societies is closely paralleled with what is 
today the petroleum industry, so vital to our present needs (Durán and Rogg 198; Fussell 
106-110). William Gleim claims that by entertaining the reader with the adventures of 
Ahab, the narrator is able to avoid questions about the obscurities in the narrative of the 
story. With that method, the narrator is able to keep the reader’s attention focused upon 
the superficial story “without stopping to question the obscure passages which 
                                                 
54 Gleim called Moby Dick a novel of mysteries. He is convinced that the novel is a 
conjunction of various riddles put together by Melville: “He also treated his subject in a 
mysterious manner; he wrote in riddles; his method was indirect and ambiguous; he 
sought to convey ideas, without giving them definite expression; to hint; to suggest; to 
imply; to present the enigma of life in an enigmatic way, and to emphasize the mystery of 
the ineffable mysteries, for he believed it is ‘but vain to popularize profundities.’” (11) 
For him, Starbuck represents Platonism (53), Stubb stands for Epicureanism (54), Flask 




surreptitiously expose, for an instant, the deeper meaning of the book” (10).This 
peculiarity resembles the narrative structure of Don Quixote.  
The greatest contrast between Don Quixote and Moby Dick is what at first appears 
to be their major link: the strange, powerful, eccentric personalities of the two heroes. 
Needless to say, Don Quixote and Ahab are unique individuals, and yet each of them is 
conditioned by his historic time (Durán and Rogg 197). “Moby Dick is the fictional 
paradigm for American sublimity, for an achievement on the heights or in the depths, 
profound either way” (Bloom, How to Read 236). Moby Dick and the re-accentuated 
protagonist represent various concepts of the nineteenth-century American society. If 
Don Quixote conveys criticism toward religion, education, social divisions, among other 
concepts, Melville’s novel and Ahab foreshadow “the way of the Robber Barons. If Ahab 
stands for an unbridled individualism, the crew stands for a loose, unorganized fraternity” 
(Slochewer 230). Both authors transmit thoughts and criticism of their contemporary 
realities. Cervantes’ Don Quixote, and Melville’s re-accentuated protagonist Ahab, both 
stand for distinguished and diverse citizens of their societies. They serve to demonstrate 
the disability of change, the madness, and the destruction it can cause, even if their 
actions are meant to do good. Nonetheless, even though both novels represent two 
different from each other societies, they both present culture and nature. If in Don 
Quixote it is the protagonist and Sancho mainly traveling from town to town, or in an 
open space, in Moby Dick “cultures” diverge from ship to ship, and the captain’s and his 
crew’s social encounters are based on their short communications with the ships they 
stumble upon in their search for the whale. According to Vladimiro Rivas, this is the 
peculiarity of Moby Dick: the novel does not present a love story, or friendship, politics 
88
 
or family. The novel is focused on the universe.55 It teaches us that there is one end, and 
that there is really nothing at that end. Ahab’s zeal turns into helplessness and pain, and is 
eventually transformed into nihilism, or better- nihilistic literary proposal (24). For Rivas, 
reading Moby Dick, is attending a prodigious spectacle of nature, experiencing the vertigo 
of unlimited space, deciphering long metaphors, watching mind’s drama in its narcissistic 
state, and understanding the masks and borders created by the writer that lead to a 
disaster (35). Don Quixote is different from Moby Dick because it does not present a 
morbid tone and a prophecy of destruction (38). Throughout Cervantes’ novel, the reader 
is mostly entertained by Don Quixote and invited to laugh at his impractical behavior. 
However, Melville presents a more serious re-accentuated protagonist, who has 
encountered danger various times in his life, and is ready to face death in his search for 
the whale. Moby Dick suggests a serious read, and the reader does not laugh at Ahab 
(Durán and Rogg 195). 
 
2.1.2 The Great Gatsby, F. Scott Fitzgerald 
The Great Gatsby (1925) by F. Scott Fitzgerald is perhaps one of America’s best 
novels. Jay Gatsby, the protagonist, has an insatiable desire to win the heart and attention 
of Daisy, his erstwhile lover, from whom he is separated. Throughout his quixotic quest 
to re-enter Daisy’s life, Gatsby focuses on accumulating more wealth from unknown 
                                                 
55 Rivas’ statement on universal values presented in Moby Dick corresponds with 
statements made by Antonio Caso about Cervantes’ novel. The latter claims that 
Cervantes is the lord of sensing the Earth. His writing beats in every Spaniard’s heart, 
and defines the spirit of the age. Don Quixote presents the ordinary life, stretches to 
uncover the secrets of the world. His Dulcinea is a universal understanding of an ideal 
woman, while Sancho Panza is the incarnation of justice (Caso 60).  
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sources and trying to draw the attention of Daisy, now married to Tom Buchanan. 
Gatsby’s obsession to win Daisy over again becomes acute when he learns that his 
beloved is married to Tom because of his financial power, and Gatsby does his utmost to 
reach indefinite wealth to attract the woman who he thinks will fall for his money. Gatsby 
is blinded by the dream of having his love back, and the pursuit of his happiness ends in a 
disaster.  
Fitzgerald’s protagonist is another character comparable to Cervantes’ Quixote, 
since he represents the mad obsession for love, failure followed by uncorrectable 
mistakes that his blind dream leads to, and eventually destruction. Although Gatsby 
features the image of the lover, the adventurer and the dreamer only, it is undeniable that 
Fitzgerald’s [anti-] hero brings out yet another re-accentuation of Don Quixote, this time 
in the American context of early twentieth century. Fitzgerald, in his novel, questions the 
meaning of life and on what terms people can live together. It also illustrates how 
America answers these questions (Voegeli 69). 
The Great Gatsby begins with Nick Carraway remembering what his father used 
to tell him. The famous first lines seem to warn a reading without judging. Instead, they 
seem to put forth a plea for absorbing and understanding the story he is about to tell:  
 In my younger and more vulnerable years my father gave me some advice 
that I’ve been turning over in my mind ever since. 
 “Whenever you feel like criticizing anyone,” he told me, “just remember 
that all the people in this world haven’t had the advantages that you’ve 
had.” (Fitzgerald 5) 
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Next, Nick shares his enthusiasm and gratitude for having had the chance to meet 
Jay Gatsby and imparts his fascination towards Jay. From this point on, not only is Nick 
the narrator of the novel, but also an active witness of all occurrences, becoming a loyal 
friend to Great Gatsby.  
Nick arrives to live in New York, where he settles down in a little house close to a 
big castle believed to belong to Great Gatsby who seems to be a legend in the city that 
nobody has seen or known. Every week Gatsby organizes a party at his castle-house and 
invites inhabitants of New York to enjoy his hospitality, spectacular performances and 
the abundance of delights. Little do attendees of the party know that this mythical Great 
Gatsby only organizes all these events with the sole purpose of reuniting with Daisy, who 
never actually attends any of his parties. Daisy, married to Tom Buchanan, lives across 
the river, unaware that the castle on the bank across belongs to her once beloved Jay. The 
latter, as expected, purchased this spectacular mansion on purpose. He wanted to be able 
to feel close to Daisy, and although he couldn’t see her from afar, he used to look at the 
house and imagine about what his beloved lady could be doing at the moment.  
The narrator happens to be the link between the two one-time lovers. Nick is 
Daisy’s cousin and Gatsby’s neighbor and friend. Once Nick spends more time with 
Gatsby and begins to respect and trust him, Jay asks him to arrange a meeting with Daisy, 
a request Nick feels unable to reject. The reunion of the two is intense and somewhat 
awkward. However, Nick is able to see the deep hidden feelings that the two lovers share, 
and which quickly bursts to a revival. It can be observed that both Nick and Gatsby “have 
romantic inclinations” (Donaldson 136): “The difference is that Gatsby guides his life by 
his dream, while Nick carefully separates romance from reality. What he most admires in 
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Gatsby is the ‘extraordinary gift for hope,’ the ‘romantic readiness’ he has found in no 
one else” (136). Still, the cousin readily makes time to be the witness to the happy and 
passionate meetings that Gatsby and Daisy share. The exciting revival of their juvenile 
love lasts for a short period, as Tom Buchanan, Daisy’s husband finds out about Great 
Gatsby’s identity and his past and present relationship with his wife. The witty husband 
organizes a “friendly” gathering at his place, which turns into a real havoc as Jay 
confronts Daisy and wants her to tell her husband that she never loved him. As the 
pressure on Daisy intensifies, she asks to go out into the city. So they do, but the tension 
among the people present does not mitigate. Unable to handle the fury of the two man, 
and the scary aggravation that Gatsby reveals, Daisy expresses her desire to return home. 
Buchanan tells Daisy to drive with Gatsby. She wants to be the driver, and in despair the 
female driver unintentionally runs over a woman, who appears to be Buchanan’s lover. 
Since Daisy was driving Buchanan’s car, everyone thinks it was Tom, but the latter 
seeing the weeping husband of his lover, and unable to endure all false accusations, 
reveals the true owner of the car that he (Tom) is driving. Now all the fault falls on Jay, 
and he, in order to protect his lover, accepts that he was the murderer. Gatsby tells Nick 
the truth about the car accident and reveals him that his cousin and he plan to run away 
together. According to Jay, they will elope once Daisy gives him a call the next day. 
Gatsby impatiently waits for the call the next day, but he never receives one, since he is 
shot and killed by the widowed husband of Buchanan’s lover. Gatsby’s funeral is the 
tragic end of Fitzgerald’s novel. Nick is the only person who attends his funeral, and the 
rich and hospitable man, the lover and the dreamer of New York City does not receive 
any attendance, any notes or flowers from anyone, not even Daisy. 
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The romantic quest of Jay Gatsby ends in destruction, and he dies dreaming as he 
lived dreaming. Unlike his predecessor, the obsessed lover Don Quixote, Jay Gatsby has 
had a chance to see and personally know the woman of his dreams. Don Quixote lives 
and dies hopelessly in love with his imaginary and idealized woman. “Both Don Quixote 
and Jay Gatsby are in love with love.56 Jay, however, is more notably driven in his quest 
for success” (Durán and Rogg 223). 
The Great Gatsby, in addition to being a quixotic novel with a re-accentuated 
protagonist, represents a Cervantine technique of narrative unreliability. In Don Quixote, 
the reader is reminded a number of times that Arabs are liars, and that the story has been 
recorded by the Arab writer Cide Hamete Benengeli (Cervantes 68). This statement is 
conflicting, since the reader is unsure whether to believe the previous statements of the 
story being a “true history” or a lie, a creation of one’s imagination. And since there is 
the writer, the narrator, the translator, the friend of Cervantes, Benengeli, and the original 
writer, the story becomes as twisted and puzzling as a labyrinth. In The Great Gatsby, the 
narrative credibility is questioned as well. Nick is the only narrator of Fitzgerald’s novel. 
Therefore, the reader has only one opinion, and only one source of interpretation of all 
the actions occurring in the novel.57 Nick Carraway might as well romanticize and 
idealize the image of Jay Gatsby, since he confesses true admiration and respect towards 
                                                 
56 Trilling compares Great Gatsby’s love to the American ideal. He claims that because 
Gatsby’s love was so tender and peculiar to Americans that it becomes the reason of his 
destruction (15). 
57 Nick considers himself a very honest person, and his opinion about himself serves as a 
reassurance to the reader to trust in the truthfulness of his story: “Everyone suspects 
himself of at least one of the cardinal virtues, and this is mine: I am one of the few honest 
people that I have ever known” (Fitzgerald 64). 
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Gatsby’s persona. By telling the story of Jay Gatsby, Nick experiences what Gatsby 
experienced: “the yearning for success, for wealth, for love, for the richness and magic of 
life” (Langman 52). “The distinction between character and personality suggested from 
the earliest pages of The Great Gatsby reveals just how fully Gatsby as a romantic hero is 
Nick’s creation” (Lynn 79).  
The novel brings out other instances where there is discrepancy between the 
information given by the narrator and another character. For instance, Catherine, Daisy’s 
friend, describes her as a Catholic, but the narrator disagrees with that statement.  
“You see?” cried Catherine triumphantly. She lowered her voice 
again. “It’s really his wife that’s keeping them apart. She’s a Catholic and 
they don’t believe in divorce.” 
Daisy was not a Catholic and I was a little shocked at the 
elaborateness of the lie. (Fitzgerald 38) 
The reader has been offered two sources of information in this case, and each of 
them make distinct statements. According to Catherine, Daisy is a Catholic and does not 
believe in divorce, and Nick negates the statement by claiming that the lie was much 
elaborated, and that Daisy is not a Catholic. And although, being a Catholic and not 
believing in divorce might seem an insignificant statement for a debate, the end of the 
novel might prove of it as viable. This statement could have the intention of warning the 
reader that Daisy will never leave Tom Buchanan, as the reader might predict it as Daisy 
begins seeing Gatsby regularly. And since that is the case, then the narrator does not 
know Daisy very well, and most of the information shared by him cannot be verifiable, 
and therefore absolutely credible. 
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In The Great Gatsby, comparable to Don Quixote, there is a certain ambiguity 
about time. The readers know that the story of Don Quixote starts “on a hot day in July” 
(Cervantes 24), and there are several indications on how many days or how much time 
has passed from one event to another. Nonetheless, one cannot bring a definite argument 
on how many days, months or years have passed from the beginning of Don Quixote’s 
quest to the moment when he is in his death bed. Similarly, in The Great Gatsby, time 
frames are inconsistent. Although the reader is aware that the events occupy three months 
from June to September. The reader is informed that Carraway’s dinner at Buchanans 
takes place in early June, and that Gatsby’s funeral is on a cold September day, followed 
by Nick’s departure in October. The reader, however, cannot annotate on happenings in 
between, because there are inconsistent time signals (Fitzgerald xiii). The chronology of 
events in June and July is blurred, as the writer decides to transpose Chapter 2 and 3 
between manuscript and typescript (xiii). 
Jay Gatsby is a re-accentuated Quixote. Fitzgerald depicted such a character in his 
novel to exemplify various socially unaccepted traits of individuals, at the same time 
dramatizing the concept of love and obsession. Don Quixote presents an image of an 
idealizing lover, Jay Gatsby is the incarnation of a blind and obsessive lover. Don 
Quixote’s dream is to fight the evil and right all wrongs to prove himself as a worthy 
knight to Dulcinea, and Gatsby’s dream is to collect unimaginable amount of money to 
attract the attention of Daisy, who has married another wealthy man.  
Like Don Quixote, Jay Gatsby moved from the romantic love of a woman 
to the romantic conviction that the hard realities of this world can be made 
to yield to a steadfast heart and a vaulting spirit, to one’s “Platonic 
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conception of himself.” . . . No woman of flesh and bone could be worthy 
of such idealization, and both men turn out to be more in love with love 
than with their beloved. (Voegeli 70) 
Don Quixote’s adventures are constituted in imaginative fights, attacks, 
encounters and conversations with others, while Gatsby’s adventures encompass his past 
love with Daisy and his present rigor of storing wealth to attract his former lover. Don 
Quixote’s unbelievable adventures are believed to be fostered by the books he reads, and 
Gatsby’s money is a topic of argument for other characters, since no one exactly knows 
where they are coming from (Fitzgerald 37). Both universally known heroes, Don 
Quixote and Jay Gatsby, “decide to break with their past” and to wear a mask of someone 
else and become someone less common, less trivial; “they change their names; they leave 
their home and reject the ordinariness of their home and of everyday life; they play a role; 
they have a vision, a vision of themselves (Gatsby has a Platonic conception of himself) 
in order to transform themselves and/or the world” (Selig 129). 
 
2.1.3 Lolita, Vladimir Nabokov 
Vladimir Nabokov, an eminent Russian writer who later moved to the United 
States and lectured on Russian literature at Wellesley (1941-1948) and Cornell (1948-
1958), earned popularity writing his novel Lolita (1955) (Nabokov, Lolita xviii). Soon 
after the novel was published, the protagonists Humbert Humbert and especially his 
beloved Lolita became more famous than the writer. Readers and non-readers up until 
today are able to recognize the teenage girl’s name immediately and characterize her after 
Humbert’s detailed descriptions of her. A number of episodes have been so popularized 
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that even those who have not read the book still could recognize where those descriptions 
are coming from.58 The same could be said about Don Quixote. This protagonist has also 
gained more recognition than the writer, and familiar or unfamiliar with the novel people 
can easily picture Don Quixote on his horse, and Sancho Panza on his donkey. Lolita and 
Quixote, being two of very few literary characters who have a distinguished recognition 
(some of others being Sherlock Holmes, Hamlet, and Robinson Crusoe), have set 
themselves apart from their creators and have become independent. Perhaps one of the 
very first widely recognized characters was Don Quixote, with his sidekick Sancho, who 
immediately became popular literary and cultural figures in Spain. Also, as the early 
versions of translations of Quixote were in English and French (English- 1612 I and 1620 
II, French- 1614 and 1618), the novel was well known and widely read outside of the 
country, while Shakespeare’s Hamlet, for example, was only known in England and did 
not gain international recognition for a significant period of time (Mancing, Cervantes 
295). Quixote and Sancho still serve as examples of ideal characters who develop 
independently and are unattached from their authors. Lolita is perhaps one representative 
of the small number of independent protagonists known in literature, and Nabokov was 
one of very few writers influenced by Cervantes who could create quixotic characters 
who are, like Quixote and Sancho, vivid and popular, existing independently from their 
creator. Cervantes, therefore, is often named as the first of Nabokov’s literary antecedents, 
as the founder of a tradition that stretches from 1605, the year of publication of the first 
                                                 
58 For example, Lolita in the piazza, the girl wearing one sock, etc. 
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part of Don Quixote, to the self-referential metafiction of postmodernism (Krabbenhoft 
213). 
Lolita was published in 1955, during Nabokov’s employment at Cornell. The 
Russian writer also delivered a series of lectures on Don Quixote, which later were 
compiled in a book. In his Lectures on Don Quixote, Nabokov mentions several times 
that Cervantes’ novel is violent. According to Nabokov, Cervantes’ protagonists Quixote 
and Sancho are exposed to excessive amount of violence, mockery and disrespect 
throughout their travels and adventures. But it is quite possible that during the time when 
he was delivering his lectures on Don Quixote, and writing his own novel, Lolita, 
Nabokov had Cervantes in mind, and implemented both violence and disrespect in his 
writings. As Krabbenhoft mentions, “it seems reasonable to suppose that Nabokov had 
Don Quixote very much on his mind when writing Lolita,” and although Nabokov 
disliked the violent and cruel realistic aspects that play such an important role in 
Cervantes’ masterpiece, Lolita “bears the imprint of the Cervantine model at the very 
deepest levels of narrative technique, as well as in Nabokov’s reworking of a surprising 
number of themes” (214).59 
The antagonist Humbert Humbert, a traumatized pedophile who became 
interested in little girls when his first love Annabel died of typhus, travels from Europe to 
the United States. Upon his arrival he learns that the house he was going to stay in has 
                                                 
59 Llamas and Rodríguez agree with Krabbenhoft, bringing up the prologue of Don 
Quixote and Lolita. Although in Cervantes’ case the issue with the narrator is more 
complicated, in Lolita it is only Humbert who narrates the story. However, Nabokov 
attributes the narration of the prologue to the cousin of the lawyer of Humbert Humbert, 
who also justifies the publication of Humbert’s manuscript (411-12). This and other 
narrative and writing techniques bring Lolita close to Don Quixote.  
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burned down, and there is no reason for him to stay in that town any more. However, he 
is offered to rent a room in a nearby house. When he finds out that his landlord 
Charlotte’s daughter, Lolita, will occupy the bedroom that is situated across his own, he 
changes his mind, seeing this as a great opportunity to live close to a beautiful teenage 
girl. The novel develops into a monologic narration of Humbert’s thoughts and sufferings 
as he finds himself falling more and more in love with Lolita. The girl and her mother 
have bad relations, but Lolita soon becomes friends with Humbert, and even begins 
showing sexual interest towards him. Humbert finds out that Charlotte is in love with him, 
and because he thinks that marrying Charlotte is the only way to be closer to Lolita, he 
does so. He stays away from all potential sexual contact with Charlotte, and even buys 
pills to put her to sleep every night in order to avoid being intimate with her. Charlotte 
decides to send Lolita to a camp, a decision that deeply disappoints Humbert. However, 
soon the wife finds the hidden diary of Humbert and accuses him in pedophilia. She 
writes letters to be sent to law officials, but she never arranges to send them as when she 
rushes outside, she is hit by a car and is killed. Humbert is shocked, but he realizes that 
this is an once-in-a-lifetime opportunity promising a chance to be very close to his Lolita 
without any intruders. He picks Lolita up from the camp and they travel across the 
country often changing hotels. In one of the hotels they meet a mysterious figure, who 
later is revealed to be Quilty, the future kidnapper and the lover of Lolita. He questions 
the father and daughter relations at Humbert’s presence, and leaves him suspicious. 
Humbert later becomes obsessed with the idea that the mystery man is following them as 
they travel. Lolita, who seems to be hiding something from her “father,” becomes very 
disobedient. Later, Humbert decides to take Lolita back to school, but the idea of her 
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communicating with young boys begins to torture him, and make him even more 
possessive of the child. The school has organized a performance in which Lolita wants to 
participate, but Humbert is against it for a long time before he is convinced by the 
“daughter.” Lolita, who has already mastered witty skills despite her age, asks Humbert 
for money by means of sexual contact. Humbert begins to worry that the girl will escape 
one day, and even finds a secret place where the child keeps all the saved money. They 
set out to another road trip, where Humbert shows fanatical obsession towards Lolita, 
being scared that their car is followed at all times. Their disagreements grow even more, 
and one day Humbert loses his Lolita. After several years of intensive search with no luck, 
Humbert receives a letter from Lolita, where she declares that she is married, pregnant 
and needs money. Humbert goes to her house, gives her money, and asks her how she 
escaped. The latter cannot believe the “father” hadn’t realized anything. She tells the 
story of her escape with Quilty who used to take pornographic pictures of young children. 
She ran away from him as well, and here she was, pregnant and married at the age of 17. 
Humbert is disturbed by this information and is determined to kill Quilty. The novel ends 
as Humbert is writing in prison claiming that both he and Lolita will be dead by the time 
the readers have access to his book.  
The novel, as intriguing and unique as it is, demonstrates a set of quixotic 
characteristics. At first glance it may seem gruesome to equate Cervantes’ mad and 
impulsive but well-intentioned knight errant with the equally mad but pathologically self-
serving narrator of Lolita (Krabbenhoft 214). One, and perhaps the most dominant, 
quixotic aspect that stands out right away is the crazy and obsessive love that Humbert 
feels for Lolita. Although carnal, his love is very similar to how Don Quixote feels about 
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Dulcinea. Lolita who is the inspiration, the ideal and the purpose of Humbert’s alertness 
is like Dulcinea, who as well serves as stimulation to Don Quixote, represents a flawless 
model of a woman and is the reason for most of his aspirations to win a battle. 
Nevertheless, Krabbenhoft argues that 
these loves have two fundamental aspects in common: they are both 
obsessive, and they are both frustrated by a society which views them as 
unorthodox. Don Quixote is mocked and ridiculed because his 
contemporaries consider courtly love an extravagance best confined to 
books, and Humbert is reviled and prosecuted because his contemporaries 
consider pedophilia a crime. (217) 
As the readers of Don Quixote are re-affirmed by Sancho that Dulcinea is not 
what Quixote imagines her to be, but a simple, even very unattractive, peasant woman; 
the readers of Lolita only have Humbert’s descriptions of his beloved girl. However, 
Sancho’s description of Aldonza Lorenzo (and not Quixote’s Dulcinea), and the first 
impressions of Humbert of Lolita, make surprising parallelism of the two characters 
(215). In Don Quixote, Sancho describes Dulcinea as 
a fine girl in every way, sturdy as a horse, and just the one to pull any 
knight errant or about to be errant, who has her for his lady, right out of 
any mudhole he’s fallen into! Damn, but she’s strong! And what a voice 
she has! I can tell you that one day she stood on the top of the village bell 
tower to call some shepherds who were in one of her father’s fields, and 
even though they were more than half a league away, they heard her just 
as if they were standing at the foot of the tower. And the best thing about 
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her is that she’s not a prude. In fact, she’s something of a trollop: she jokes 
with everybody and laughs, and makes fun of everything. (199-200) 
This description of Dulcinea can somewhat relate to Humbert’s description of 
Lolita, who is, according to him, revolting, super, luscious, goon, and drip. The readers in 
both cases, I believe, only perceive the descriptions of the ladies given by Humbert and 
Quixote respectively. Humbert’s views of Lolita, other characters and occurrences in the 
novel suggest that his version of the true history, might not be true at all, which is a 
questionable aspect in Quixote as well. Lolita is infused with the spirit of Don Quixote, 
“especially its fantasy-reality theme and its insistence on its status as a true history” 
(Mancing, Cervantes 503). In Cervantes’ novel the reader is given several points of views, 
and several versions of narrations, which makes the truthfulness of the story questionable. 
In Quixote, Cide Hamete, presented as the real author of the novel, is of Arab descent, 
which, according to the narrator, indicates that he can’t tell the truth. Cervantes finds 
Benengeli’s manuscript, asks a translator to translate it for him and narrates the translated 
story “without taking away or adding anything to them” (Cervantes 67-68). The true 
history of the novel, is therefore put in doubt. In Lolita, instead of writers, translators and 
narrators, the reader is exposed to the monologic narration of Humbert, and does not have 
access to any other information. “In other words, just as readers of Don Quixote must 
constantly bear in mind the subjective biases inherent to what they are reading, so readers 
of Lolita must remember that they ‘know’ only what Humbert Humbert wants them to 
know” (Krabbenhoft 215). The fact that Humbert is the only narrator of the novel, creates 
doubts about whether the entire history is true. As Zunshine points out: “The writer who 
creates an unreliable narrator runs an exciting and terrible risk: his or her readers may 
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wind up believing the narrator’s version of events” (100). That is exactly what happens in 
Nabokov’s novel: the reader believes the story told by Humbert, since there is no other 
version that could possibly posit contradiction, and ends up feeling empathetic for the 
“tenderhearted boy” who was destroyed by the “deadly daemon” (100). “Humbert gives 
us every reason to distrust this text, but we end up, I think, weirdly trusting it - the more 
so because he tells us when he feels the afterthoughts have crowded too thickly upon 
him. . .” (M. Wood 32). This very Cervantic technique of far-fetched narration is 
probably one of the many reasons both Lolita and its predecessor Don Quixote have so 
much popularity with literary critics and readers. It would be interesting to posit a 
question if the novel would be different, if the narrator were Lolita. 
Besides being a great lover, Humbert is also fond of reading. He was aspired by 
his father, when the latter would read to him and serve as an example of a good man. As 
he asserts: 
He, Mon cher petit papa, took me out boating and biking, taught me to 
swim and dive and water-sky, read to me Don Quixote and Les Misérables, 
and I adored and respected him and felt glad for him whenever I overheard 
the servants discuss his various lady-friends, beautiful and kind beings 
who made much of me and cooed and shed precious tears over my 
cheerful motherlessness. (Nabokov, Lolita 10-11)  
Humbert, as later revealed in the novel, becomes a teacher of French, and up until 
the moment he begins traveling with Lolita, he works on completing a French textbook. 
Although Humbert’s illusions are not inspired by books, he considers himself different 
from the “normal” society, as he feels love only toward nymphets. Nymphets, according 
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to him, are those girls aged nine to fourteen, who stand out from other girls of the same 
age by their beauty, wit and grace (16-17). Lolita embodies all the qualities Humbert 
seeks in a nymphet. In fact, she also likes reading comics and journals.  
The traveler’s or adventurer’s aspect is also very well depicted in Nabokov’s 
novel.60 However, unlike Don Quixote, Humbert’s goal is to “escape” from the outside 
space, and be secure inside. After noticing that there is a car following theirs with Lolita, 
Humbert becomes obsessed by the idea that it might be someone who will take his girl 
away from him. Humbert understands that they cannot spend all their time travelling and 
hopping from one hotel to the other in order not to be found or suspected.  
The dreamer’s characteristic could be found probably in most of characters in any 
novel. Humbert’s aspirations derive from his love towards Lolita. Quixote dreams about 
saving the world from evil and bad, and Humbert simply dreams to be next to Lolita. 
Perhaps both protagonists know that the goal they have set is not very real, that is why 
both of them undergo all possible adventures to prove to themselves, and others, that their 
aims are reachable.  
Quixote and Humbert share three similar characteristics, according to Kenneth 
Krabbenhoft, based on the assumption that “both Don Quixote and Lolita are concerned 
with love, its definition, possibilities, and limitation” (216). Their key similarities are first, 
erotomania; second,paranoia; and third, disillusionment. The first aspect, erotomania, 
may at first seem to not be applicable to Cervantes’ protagonist, becase several episodes 
                                                 




where Don Quixote’s sexuality is questioned may suggest his impotence.61 As a result 
Don Quixote’s sexuality does not come to be erotic mania, or erotomania, but rather a 
representation of erotic lack, or perhaps even frustration.62 For example, the episode 
where Don Quixote is sitting in the darkness in Juan Palomeque’s inn, and Maritornes 
mistakenly comes to his bed, thinking that the knight is a mule driver, represents the 
abovementioned lack of sexuality of Quixote. Also, simple name choice of Quixote 
(quixana, part of shield that covers the groin) could represent his impotency. On the other 
hand, Nabokov’s character Humbert represents the complete opposite of Quixote in terms 
of his sexual needs and actions. His mind is full of sexual desires, he even plans to marry 
Lolita, have a child with her, who would be the new little girl who could become his new 
potential intimate partner. Humbert’s plans and thoughts are grotesque, carnal and sexual, 
while Quixote’s thoughts are not fully available to the reader, and those that are exposed , 
are more spiritual and pure. For Humbert, sexual attachment to Lolita does become a 
mania. However, this obsession for Quixote does not go beyond the pure imaginary 
thoughts of Dulcinea.  
The second characteristic shared by Quixote and Humbert, according to 
Krabbenhoft, is paranoia. Both protagonists do represent an excessive amount of 
obsession in several aspects. As mentioned above Humbert’s obsession of Lolita is carnal, 
                                                 
61 Carroll Johnson, however, believes that Don Quixote is an old man with problematic 
sexual background. The fact that he lives in a home where he is the only male, and he 
does not have any sexual relation with any woman, shows a repression of sex. Also, his 
name that comes from the word signifying a piece of armor that covers the thigh, remarks 
the point that Don Quixote “would want to cover and protect his sexuality” fearing that 
“it was protruding” (Johnson, Madness 68).  
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while Don Quixote’s obsession of his princess Dulcinea is pure platonic. Both 
protagonists have created their ideals in their mind and they do not realize how they try to 
manipulate their surrounding world driven from their own desires and imagination. 
Humbert, although not an obsessive reader, is a writer of a book. Don Quixote is a reader, 
and his reading results in what others perceive as his paranoia.  
The third and last characteristic, asserted by Krabbenhoft, that Humbert and 
Quixote share is disillusionment. This is probably the one characteristic that is the result 
of the previous two. Humbert’s erotomania and paranoia become the reason of his 
disillusionment, specifically at the time he eventually loses Lolita. The novel represents 
Humbert’s insane possessiveness and desire to control Lolita, and the girl’s 
disappearance destroys his illusionary world. Don Quixote’s disillusionments come from 
not being able to comply with the rules that he has set for himself. Quixote is well aware 
that some of his forced chivalric actions do not match his ideals found in the books he has 
read. At the end of the first part and at the beginning of the second part, Cervantes’ hero 
is going through a deep disappointment, and his only encouragement for a second sally is 
the possibility to have a second volume of his adventures written down and available for 
public. One more aspect that causes disappointment in Quixote and Humbert is their 
doppelgangers: Sansón Carrasco for Quixote, and Clare Quilty63 for Humbert. Scham 
points out: “As in Don Quijote, Lolita combines the chivalric with the theme of the 
                                                                                                                                                 
62 See note 114 for more details about Don Quixote’s possible erotic desires toward other 
women. 
63 As an aside, Quilty can be looked at as the person who wishes to thwart Humbert’s 
goals. Similar to the image of Frestón in Don Quixote, Quilty posits the figure of the evil 
enchanter who robs from Humbert his longed love. 
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double. Quilty is described as a shape-changer as he pursues Humbert and Lolita cross-
country . . . Sansón Carrasco pursues Don Quijote, appearing alternately as ‘el Caballero 
de los Espejos’ and ‘de la Blanca Luna’” (84). Sansón Carrasco appears in Don Quixote 
in several episodes, and in most of them he comes with a changed name, therefore 
identity. His intention to imitate the chivalric world and the image of Don Quixote is 
more than obvious, and by the end of the novel Sansón becomes like the shadow of 
Quixote, his doppelganger, his reflection.64 Quixote’s defeat toward the end of the novel 
presents the superiority of his doppelganger, and the disillusionment of the protagonist of 
his failed attempt to become a knight errant, which is followed by a self realization 
process before death. Humbert’s doppelganger Clare Quilty65 is the incarnation of 
Humbert’s paranoia. Quilty is present in Humbert’s life, again, like a shadow, competing 
and going after the same goal, Lolita. Both characters are pedophiles, maniatic and 
denied by the society. But, again, Quilty, the doppelganger, wins over Humbert, who, 
after killing the latter goes through a self realization process standing at the top of the hill 
and looking down at the nymphets at the camp.  
In sum, Don Quixote and Humbert share various characteristics, some of which 
are their devotion to their lovers, their ability of self-deception and perseverance. 
Cervantes’ and Nabokov’s heroes present an unrealistic perception of the surrounding 
world. However, this distorted view of fiction and reality that the two protagonists posit 
constitute different intentions and quests (Scham 81). Both characters fail in their 
                                                 
64 In one instance, Sansón reveals his new identity with a name of the Knight of the 
Mirrors. 
65 Note that Quilty and Quixote share the same initial. 
107
 
respective quests. Humbert never gains the love of Lolita, and is left alone by all the other 
women he has been with in his life (for reasons such as death and abandonment). Don 
Quixote fails in his dream to become an invincible knight errant, also demonstrating 
similarities in failed love relations.66 The failures that the two characters endure turn them 
into melancholic beings; Humbert accepts that he has fallen into melancholism, and Don 
Quixote is perhaps one of the most well-known melancholic characters in literature 
(Llamas and Rodríguez 418).  
As seen, the quixotic obsession has been transformed in several contexts by the 
three American authors discussed above. In the case of Melville’s Moby Dick, the re-
accentuated character’s blinded desire to find and kill the white whale becomes the 
reason of his destruction and his crew’s destruction. While Melville focuses on the selfish 
obsession of a cold-blooded Ahab, Fitzgerald and Nabokov put a stress on the selfish 
obsession of their “romantic” protagonists. Jay Gatsby and Humbert Humbert are blinded 
by the image of the women that they love. Although Gatsby’s love is as idealistic and 
pure as is Don Quixote’s for Dulcinea, Humbert presents the pedophilic and carnal aspect 
of love. 
                                                 
66 Don Quixote is unable to disenchant Dulcinea, he never sees her in the entire story, and 




2.2 Postmodern Re-accentuations of Don Quixote 
2.2.1 City of Glass, Paul Auster 
In this, I follow Cervantes himself,  
who at the end of his amazing book-without-limits declared,  
“And Don Quixote was born only for me, 
 as I for him: he knew how to act  
and I how to write; only we two are a unity.” 
~Harold Bloom, Genious 
 
Paul Auster’s City of Glass is considered a quixotic novel by various scholars. 
Daniel Quinn, the protagonist of Auster’s renowned novel, represents the image of a re-
accentuated Quixote. Quinn is a reader, dreams big, submerges himself into an 
irresolvable riddle adventure, and once had a great love. Quinn does not fully develop a 
character of a dedicated lover, as his wife and his child have passed away. However, his 
memories of his past and his family are constantly present, and he surely was a passionate 
lover and a dedicated father. He tries to unfocus from his past and move on by changing 
his name to William Wilson, his pen name, but throughout the novel the reader is 
implicitly warned about the fact that Daniel Quinn cannot forget his wife and child, nor 
their horrific death. Although one of the main quixotic traits, the lover, lacks full 
representation, it is not fully omitted from the storyline. Quinn appropriates the four 
quixotic traits, but fully develops the trait of the quixotic devotion to his beliefs and 
achieving his aims. 
Paul Auster resembles Miguel de Cervantes by incorporating complex author and 
hero relationship in his text. Both Auster and Cervantes have an implicit but powerful 
way of manipulating their heroes. That is to say, they have a unique standing in the novel; 
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they have the authorship to create, manipulate and decide the destiny of their characters. 
Although at times characters seem to progress independently, both authors are in full 
control of the further succession of events in their novels.  
City of Glass is the first book of The New York Trilogy published in 1985. Critics 
have referred to it as the best novel of the trilogy, and as one of the most outstanding 
contributions to American postmodern literature. The storyline was inspired by a real 
phone call that Auster had received. But besides real life events that triggered Auster’s 
imagination to start the novel, the writer confesses during one of his interviews that Don 
Quixote was another source of inspiration for him. To him, it is this novel that presents 
“every problem every novelist has ever had to face” and Cervantes does it “in the most 
brilliant and human way imaginable” (Urbina 24). Among various narrative imitations 
that are present in Paul Auster’s novel, there is a particular one that calls for attention. 
Virginia Stillman, Peter Stillman Jr.’s wife, is looking for a detective to protect her 
husband from his father and ends up hiring Quinn. She also has a nurse. The nurse is the 
wife of a policeman whose name is Michael Saavedra, whose name clearly reminds us of 
Miguel de Cervantes Saavedra (Musarra-Schronder 223). In fact, it is Saavedra who 
suggests that Virginia hire a detective.67 Knowing “the master manipulator of the whole 
box of tricks,” it can be interpreted as an implicit hint to the reader that it was Cervantes 
who helped Auster to begin writing the novel by “giving” him an idea of writing 
techniques and mastering the artistry of what we now call a quixotic novel (Riley 817). 
                                                 
67 “One last question. Who was it who referred you to me?” / “Mrs. Saavedra’s husband, 
Michael. He used to be a policeman, and he did some research. He found out that you 
were the best man in the city for this kind of thing” (Auster 49). 
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Auster’s widely acknowledged novel indeed shows understanding and mastery of 
techniques presented in Cervantes’ works, and grounds his protagonist in Quixote.  
Quinn’s quixotic quest begins with a phone call that he receives.68 The caller 
wants to speak to detective Auster, and has been mistakenly dialing Quinn’s number. The 
latter, after receiving the same call for various times, decides to play Auster. By doing so, 
Quinn adapts a third identity. The third identity is like a trap for the protagonist, as he 
becomes frustrated by his incapability to solve the mystery and help his client. As a 
consequence to the unfathomable paradox, Quinn vanishes at the end of the novel, 
leaving behind his red notebook where he recorded the progress of his case. 
Daniel Quinn, who is playing detective Auster, is asked to protect Peter Stillman 
Jr. who had a traumatizing experience in childhood being locked in a dark room by his 
father. However, what starts off as a novel about preventing a murder turns out to be a 
story about the puzzling nature of language (Gersdorf 145). Peter Stillman Sr. is a 
religious theologian who is interested in carrying out various research experiments, one 
of them featuring the bizarre experiment of locking children in a dark room for years, so 
that they might learn the language of God. His son has become a victim of child abuse 
and has developed a paranoiac fear of his father’s strange ideas. As Quinn is trying to 
                                                 
68 As mentioned above, this episode was inspired by a real life event that the writer Paul 
Auster had experienced. 
“Hello?” said the voice. / “Who is this?” asked Quinn. /. . . “Is this Paul 
Auster?” asked the voice. “I would like to speak to Mr. Paul Auster.” / . . . 
“There is no one here by that name.” / “Paul Auster. Of the Auster 
Detective Agency.” / “I’m sorry,” said Quinn. “You must have the wrong 
number.” / “This is a matter of utmost urgency,” said the voice. / “There’s 
nothing I can do for you,” said Quinn. “There is no Paul Auster here.” / 
“You don’t understand,” said the voice. “Time is running out.” (13) 
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protect Stillman Jr., he finds himself tangled in solving a mystery case. He tries to tie all 
the happenings together but he finds no significant correlation in them. He thinks that 
Stillman Jr.’s wife’s behavior is eccentric and flirty, but does not pay much attention to 
weird signs of his assignment. Quinn, under the mask of Auster, sets forth to find 
Stillman Sr., who goes out of his hotel room at around the same time every day and walks 
in a different direction each time. Quinn tries to understand why he would walk to a 
different place each day, and realizes that it is a puzzle. Stillman Sr. walks toward various 
destinations in order to form geometrical shapes, which Quinn intends to decipher. He 
thinks Stillman’s walking paths are letters to form a word and to communicate a secret. It 
becomes even more confusing when Quinn tries to talk to the man: “My name is Peter 
Stillman. Perhaps you have heard of me, but more than likely not. No matter. That is not 
my real name. My real name I cannot remember. Excuse me. Not that it makes a 
difference. That is to say, anymore” (Auster 27). However, Stillman Sr.’s track is lost one 
day, and Quinn finds himself agonized and hopeless. In despair, the protagonist decides 
to find the real Paul Auster and ask him for advice. This encounter creates tension, 
promising a climatic turn of events, because it prompts a solution which, nonetheless, 
never comes (Gersdorf 145). When Quinn reaches Auster’s house and has a conversation 
with him, it becomes even more confusing and despairing for him. Auster claims that 
Quinn’s searches are all in vain, and he will not be able to protect Peter Stillman Jr., 
because he does not need it, and that Stillman Sr. does not present any danger to Stillman 
Jr.. What Quinn fails to understand as a fictional character, is that he is unable to save 
Stillman Jr., simply because he is fictional, created, made up and manipulated by the 
author – the real Paul Auster. As claimed by William Lavender: “Peter has sent for 
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Auster his author to save his life. Without his author, he must remain in darkness, 
unknown, off the page; his name cannot be ‘real.’ But Quinn is only a character; he 
cannot save him. Peter Stillman walks off page 28 and never returns” (226-27). It seems 
that Paul Auster, the writer of the novel, lets Quinn play a role that he (Auster) had 
created and put into words (Musarra-Schronder 223). Quinn will never know the extent 
of his manipulation as he strongly believes he is in charge of the development of Auster’s 
novel, just like Quixote in the second part of Cervantes’ novel.69 However, Quinn’s 
meeting with fictional Auster reveals Quinn’s destiny by bringing forth the authorial 
problems of Don Quixote and Cervantes’ character who is implicitly compared to Quinn. 
The encounter of the fake and the fictional Auster reveals the parallels between 
Don Quixote and City of Glass, and brings up the problematics of authorship. The author, 
the real Auster, has thrown himself into the text and has fictionalized himself, and can 
now have a direct dialogue with his literary figure (Gersdorf 145). In City of Glass, the 
real Paul Auster, who appears to be no detective, but a writer like Quinn, talks about his 
article that he is working on. The article analyzes the authorship problems of Don 
Quixote. Auster reiterates his ideas in his article about Cervantes’ novel. He believes that 
Cide Hamete personifies four fictional characters found in Quixote. Those are the barber, 
                                                 
69 In the beginning of the second part of Don Quixote, the Manchegan hero does not want 
to set off for more adventures. It is Sansón Carrasco and Sancho mainly who are able to 
convince him to go out of his house once again and do what he is best at: right the 
wrongs. The main reason Don Quixote is convinced, is because Sansón tells him about 
the first published part of a novel about Don Quixote and his squire Sancho, and reveals 




the curate, Sansón Carrasco and the translator. He accepts the possibility that Quixote 
himself translated the manuscript from Arabic into Spanish.  
There are three real and fictional writers up to this moment. And so far, Auster is 
the author of City of Glass, fictional Auster has written about Don Quixote and Quinn-
Auster likes writing mystery novels, and has also been taking notes of his mystery case in 
his red notebook. But all three writers seem to coalesce in one character at the end of the 
novel, when Quinn is exposed to the reality which is that the case he is investigating is 
nothing more but fiction. Mancing states that Daniel Quinn, a character who shares the 
same initials with Don Quixote, ends up adapting a number of identities (“Don Quixote” 
407). Quinn consequently tries to embody several identities: himself, his pseudonym 
William Wilson, his detective character Auster, and his author (Mancing, Cervantes 45). 
Auster writes a novel about Quinn who pretends to be a detective Auster, who in 
the fictional reality is a writer, and knows that Quinn’s investigation has no meaning or 
purpose. Nonetheless, Quinn does not believe in it and continues his investigation. What 
happens to Quinn is that he becomes so obsessed with this case, which has reached its 
dead end, that he waits outside of Stillmans’ building for years to find out what it was all 
about. After three years of waiting, he decides to enter Stillmans’ apartment. He learns 
that Stillman Sr. has committed suicide and that his son and daughter-in-law have moved. 
After this, there is no more information about Quinn in the novel, as he vanishes, leaving 
behind only his red notebook where he had recorded the story. Fictional Auster and his 
friend come to find out what happened to Quinn, as Auster was preoccupied seeing 
Quinn embroiled in this case. They find the notebook, and Auster’s friend is the last 
narrator, blaming Auster for not having stopped Quinn or helped him with the case. 
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Eduardo Urbina compares the disappearance of Quinn to Cervantes’ Knight of Mirrors, 
whose obsessions are reflected in the city of glass, and who fades away in his own world 
of madness (30). Quinn is lost not only in the city, but within himself, and not only in the 
story, but within the story as well (Auster 8). The whole novel is a deconstruction, “it 
deconstructs the form of the novel, the canons of criticism, theory, and tradition, and it 
deconstructs itself, as it literally falls apart in its progression” (Lavender 200). The 
succession of events is sabotaged; Quinn cannot find and solve the puzzle of the Stillman 
family. The moment when fictional Auster reveals to Quinn that all his endeavors are 
going to be in vain, because there is no such thing as Stillman Sr. trying to kill Stillman 
Jr., and the latter’s wife, in reality, is not worried about saving him. At this point, the 
development of the novel recesses, but Quinn refuses to give up and unsuccessfully 
perseveres to solve the problem and write and finish his story. 
Quinn is considered a re-accentuated Quixote because he represents the following 
characteristics. First of all he is a writer interested in mystery and detective novels. He 
presents an image of a dedicated reader, and Don Quixote is mentioned as one of his 
favorite books (Auster 150). He shows a sincere dedication to studying detective stories. 
His enthusiasm and interest in such stories are especially revealed when he has a chance 
to be a hero in a detective skit himself and investigate the mysterious case of the 
Stillmans. Quinn is an adventurer, like Quixote, and similar to him, he does not give up 
on his quest when others try to open his eyes to the reality. Fictional Auster told him that 
the entire story was pretended and fake, and that there is no end to it. However, Quinn 
was determined to solve the puzzle and protect Stillman Jr., as the latter’s wife had asked 
him. Quixote, many times, was warned by Sancho that his adventures (the fight with the 
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windmills, friars, sheep, etc.) will have a disastrous end. Don Quixote persists in turning 
a deaf ear to his squire and fails every time, as predicted. Quinn acts likewise. He refuses 
to believe in Auster’s words. He perseveres to reach his desirable end, but instead, he 
disappears in the end of the novel unable to find the answers he has been looking for. 
Quixote and Quinn are dreamers because they have imagination which does not comply 
with the reality. Quixote dreams of unrealistic for his time objects and concepts such as 
castles, knighthood and Dulcinea, and Quinn’s dream is imitate and succeed in 
embodying the detectives he has been depicting in his novels. His passion for writing 
mystery novels allows him to re-create a realistic world of his fictional fantasies, where 
he can find the answers to all problems, and resolve the existing chaos in the Stillman 
family (Larraz 442). Both Quixote and Quinn have been drawn to irrationality by 
believing in fictional stories, and trying to resemble a fictional character in real life. Just 
like Quixote, Quinn uses books, films and newspapers to act upon a situation that is 
hanging over his head. Quixote uses books and the opinions of fictional characters to 
build the reality around his world (Gersdorf 145). It is fiction and imaginary creations 
that push the two heroes out of their closed spaces into the world of open possibilities. It 
is Quixote and Quinn, hearing voices coming out of their fictional worlds,70 that oblige 
them to leave their rooms and set out in search for their right place in the real world 
(Larraz 442). Both Don Quixote and Quinn live so much in their literary and idealistic 
worlds that they both eventually become a character of their fictional world (Gersdorf 
                                                 
70 M.M. Bakhtin in his Speech Genres and Other Late Essays introduces one of his most 
celebrated ideas: “I hear voices in everything. . .” (169). It is the voices hidden in 




146). All these quixotic traits found in Quinn build up a character, a re-accentuated 
Quixote in an obscure noir context. The novel itself being considered postmodern, offers 
a vast variety of research areas for critics, thus making Quixote, its predecessor, a novel 
that puts forward rich literary and contextual versatility. 
It is not coincidental that the two protagonists of the two novels being discussed 
change their given names and adjust them to better fit their desired personalities. Alonso 
Quijano changes his name to Don Quixote, and Daniel Quinn chooses to be William 
Wilson, later to also wear a mask of pretentious detective-writer Paul Auster. The two 
protagonists think that by changing their names they will develop a new identity, 
something that the reader finds to be a true case in each novel.  
He had not really lost himself; he was merely pretending, and he could 
return to being Quinn whenever he wished. The fact that there was now a 
purpose to his being Paul Auster—a purpose that was becoming more and 
more important to him—served as a kind of moral justification for the 
charade and absolved him of having to defend his lie. For imagining 
himself as Auster had become synonymous in his mind with doing good in 
the world. (Auster 82) 
The new identity of Quinn confers on him the power of changing the world into a 
better place. The protagonists of Cervantes and Auster, both wearing a mask undergo a 
number of adventures in hope to achieve their ideals. Don Quixote plays the role of a 
knight, although being an hidalgo, and Daniel Quinn takes the job of a detective, 
although he is known only for his detective fiction (Jofré 127). Also, Don Quixote and 
Daniel Quinn have the same initials – DQ. Quinn soon questions the fact that both he and 
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Quixote share the same initials, and wonders whether it is simply a coincidence: “He 
thought through the question of why Don Quixote had not simply wanted to write books 
like the ones he loved – instead of living out their adventures. He wondered why he had 
the same initials as Don Quixote” (Auster 198). 
  
2.2.2 Don Quixote, Which Was a Dream, Kathy Acker 
Kathy Acker is famous for her parody novels. She has the genius of re-writing 
and re-contextualizing famous novels, as well as re-accentuating characters making them 
unique and contemporary.71 Among numerous novels that she adapted her way, Don 
Quixote stands out for its exclusive feminist, postmodern, poststructuralist and political 
views. The novel, influenced by Cervantes’ eponymous novel, contains several quixotic 
aspects, including similar language, characters and themes.  
Kathy Acker’s re-accentuated Don Quixote is a woman who loses her mind after 
she undergoes an abortion. Similar to Alonso Quijano who is not an “improved Alonso 
Quijano, but one who is ashamed of that ordinary individual and who does not want to be 
                                                 
71 It is important to remember that Cervantes himself based his novel on ideas he took 
from his own readings of chivalric romances. As Nadeau points out: 
“Don Quixote, inspired by the narratives of Amadís, Odysseus, and 
Aeneas, strives to imitate their virtues. While this type of imitation – of 
nature – differs from literary imitation, the two are tied together through 
their relation to narrative. Although the reader is the one imitating these 
models, Guevara’s contemporary in the case of the former and Alonso 
Quijano, in the case of the latter, the writers – Guevara and Cervantes – 
achieve their goals by imitating classical authors, which was in fact a way 
of imitating nature at its most ideal.” (30)  
In the same way, Kathy Acker depicts the virtues of the Cervantine hero in her re-




him any longer,” Acker’s protagonist decides to change her identity in order to forget the 
reality of her past (Bandera 29). Still, the re-accentuated Quixote, albeit having had a 
recent abortion, has idealistic vision of love (Gersdorf 151). She therefore sets off to New 
York, Saint Petersburg and London, and wanders around the streets trying to change the 
world. Her only loyal friend is a dog whose name is Saint Simeon. The latter has the 
ability to talk; therefore he is the only one who has actual conversations with Don 
Quixote along their travels and adventures. “The dog in Acker’s work equates with 
Sancho Panza in that it stands in opposition to Don Quixote’s madness, symbolizing 
difference to the imperatives of realism” (Walsh 150). Don Quixote fights against sexists, 
bad education, religious fanatics, and false freedom. Her existence is a little ambiguous in 
the text, as she herself is a nihilistic creature. Since Acker’s Don Quixote dies and revives 
several times in the novel, the reader is left with a sense of ambiguity as to whether her 
creation is real or imaginary. The author intentionally makes the end of the novel even 
more ambiguous, having her female protagonist “go away,” and leaving the reader 
wondering whether that was an actual death for Don Quixote or whether she decided to 
give up her quest and retire from her will to change the world into a better place to live. 
There are similarities in the characters of Cervantes’ and Acker’s Don Quixotes, 
but the contexts of the two novels are drastically different. The male knight Quixote lives 
in Spain in the seventeenth century, while the radical female Quixote lives in the United 
States in the twentieth century, when Richard Nixon was president. Both Quixotes have a 
very strong will and want to wipe off the existence of evil in their worlds but both of 
them are represented as insane people, the male being crazy for living in his imaginary 
bookish world, and the female Quixote being fanatical because she has had an abortion, 
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for which also literature is to blame (Acker 16). Both Quixotes are fighting for the good 
and for the right. There are many common points of view that the Quixotes in these 
novels can be claimed to share. One of them is religion. Although both Quixotes live in 
dominantly Christian societies, they feel uncomfortable with most of the unwritten rules 
about religion and Christians. Cervantes’ Don Quixote attacks the idea of “old” and “new” 
Christians, and Acker’s Quixote stands against the religious intolerance of American 
citizens. 
As indicated above, Acker’s Don Quixote presents not only re-accentuated 
characters but Cervantine writing techniques as well. The first dozen of pages of Acker’s 
novel show clear echoes of Cervantes. The reader is a witness to the rising awareness of 
identity implemented in such quixotic elements as dream, madness and love (Rodríguez 
471). Also, in Cervantes, we could find many words that are a combination of two – 
“Rocin,” “antes,” or “Rocinante,” “bacia,” and “yelmo,” or “baciyelmo.” In Acker, 
although very few, the creation of new words and their correlation to her name is most 
probably coming from Cervantes: “Hack-kneed” or “Hakneyed,” “catheter” or “Kathy.” 
Acker’s Quixote chooses her name after her abortion and decides to become a knight. 
Cervantes’ Don Quixote chooses his name after reading many chivalric romances and 
decides to become a knight as well. Cervantes’ Quixote needs a squire to be more like a 
knight, and Acker’s Quixote takes the dog she meets in the hospital to keep her company 
and be her re-accentuated Sancho.72 The first adventure of the feminized Quixote is 
similar to the second adventure of the Spanish hidalgo. Both characters encounter a man 
                                                 
72 Acker’s Don Quixote’s dog resembles the famous speaking dogs from Cervantes’ 
“Coloquio de los perros.”  
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beating up a young boy and, of course, both of them try to assure that the boy is not 
beaten, which becomes a failed attempt since it aggravates the situation even more, and 
the boy, after the two protagonists leave, is beaten even more fiercely. However, in 
Cervantes’ Quixote’s case, the boy owed money to his master, and in Acker’s Quixote’s 
case, the teacher beats the boy mainly because of his school performance, with the 
intention to make him study and work harder.73  
Kathy Acker’s adaptation of Cervantes’ novel is a brilliant attribution to the 
practice of parodying. The re-accentuated female protagonist, sharing the same name 
with the hero of Don Quixote, presents radical feminist notions existing in the United 
States in mid to late twentieth century. Mancing notes:  
The first of the three sections of the novel is a sustained paraphrasing, 
adaptation, recontextualization, and playful reproduction of the opening 
chapters of DQ I (with a few allusions to DQ II). The protagonist’s 
equation of abortion with quixotic madness, the self-referential word play 
(catheter / Kathy; hack / Acker), the vision of men as evil giants, a 
speaking dog as squire, the reference to Amandia of Gaul, and much more 
make this part of the novel one of the most outlandish of all quixotic 
fictions. (Cervantes 4) 
The link between the individual and its spatio-temporal “circumstance,” 
“determined to a very high degree of ethnic and cultural factors” makes Acker’s 
feminized Quixote yet another quixotic character subject to mocking (Vandebosch 26). 
                                                 
73 The young boy is also punished for thinking that his teacher owes him money for the 
work he does at school. 
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The re-accentuated Quixote of Kathy Acker embodies the image of the lover of truth and 
someone willing to find her love, adventurer and dreamer with a desire to change the 
world, the delusional feminist, who breaks through all the contemporary standards and 
stands firm by her beliefs. Unlike the European feminized re-accentuations of Cervantes’ 
Don Quixote discussed in Chapter 1, Acker’s protagonist does not get married, and does 
not “need” to adjust her individual self to the conformities of the society. She simply 
disappears, and does that within herself, for herself, independent of the social beliefs. 
Excerpts from Cervantes’ masterpiece make Acker’s novel more Cervantic, 
quixotic and influential. It is surprising that no one ever accused the author of being a 
plagiarist, but Kathy Acker has been, and she has admitted that she uses plagiarism as a 
way to write literature (Gersdorf 149). 
The novels incorporating a re-accentuated character of Don Quixote written in the 
United States offer various themes, topics, cultural and historical contexts among other 
aspects. The variety of the themes span from the American Dream to modern times, 
presenting different critical approaches to the social and political values that prevail the 
twentieth century. Don Quixote, having travelled to the United States has been 
transformed into an obsessive lover in most cases. However, he has also appropriated 
voices of radical feminists and obsessive searchers. Presenting characters who re-
accentuat the obsessive trait of reading, loving and going through adventures is also a 
prevailing trend in Spanish American Literature.  
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CHAPTER 3. SPANISH AMERICAN INTERPRETATIONS OF THE IMAGE OF 
DON QUIXOTE 
Quixote is an archetype and an example; 
 it is the perfect novel of all time. 
~ Hernán Lara Zavala, Las novelas en el Quijote:  
amor, libertad e imaginación 
 
Latin American literature holds a unique evolution of literary production. The 
uniqueness lies in the dissimilar historical, political and social development of the 
twenty-six countries that make up Latin America.74 Central and South American 
countries gained independence fairly late compared to North America. While English 
speaking Northern neighbors had established a well-defined identity and created a 
peculiar literary representation, South American countries were struggling through the 
period of colonization. Early Spanish American novels, dating back to the seventeenth 
and eighteenth centuries, represent particular social issues: class, education, gender 
among other problems. Beginning in the mid to late nineteenth century and continuing 
into the twentieth century, attributable to the developing events of wars for independence, 
literature begins to project the problematics of identity. Numerous thinkers begin to 
                                                 
74 Only nineteen out of the twenty six countries have adopted Spanish as the official 
language. I will only refer to literature written in several Spanish-speaking countries. 
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posit the question of who they are, what defines their nation and what their land is. From 
this stream of questions emerges the literary wave of formation of nation, identity, and 
belonging. While showing brilliance and insightful remarks on the formation of nation 
and identity, these novels are only preliminary to what is to come after. In mid-twentieth 
century, Latin American literature bursts on to the world scene resulting in the “boom.” 
During the 1960s and 1970s, new literary movements come into view, countless excellent 
works by prominent writers from different countries are published in numerous editions 
in Europe and the rest of the world, and most of everything published becomes a 
bestseller. With this richness in numbers of works published and the abundance of 
literary themes and topics, Latin Americans stand as one of the best literary producers of 
the twentieth century. 
The contribution that the Spanish-speaking America has made to the modern 
history of literature is undeniably immense. In this chapter, I analyze works that 
demonstrate direct or indirect influence of Don Quixote, and focus on the re-accentuated 
image of Quixote that the following novels incorporate. Novels like La Quijotita y su 
prima (1819), Las travesuras de la niña mala (2006) present re-accentuated quixotic 
characters who embody the good and the bad traits. Fernández de Lizardi and Vargas 
Llosa put the excessive quixotic beliefs and obsessions under question. The second part 
of the chapter is dedicated to the quixotic blindness, in the case of Yo el Supremo (1974), 
the wish of the hero to have his history written, and in the case of Cien años (1967), the 




3.1 Being Good: Didactical Purposes of Re-accentuated Quixotes 
3.1.1 La educación de las mujeres; o La Quijotita y su prima, Joaquín Fernández de 
Lizardi 
La educación de las mujeres; o la Quijotita y su prima (1819) by Joaquín 
Fernández de Lizardi is one of the novels inspired by Don Quixote. As the title indicates, 
the re-accentuated character is a female model of Don Quixote. This work, therefore, 
suggests a feminist reading, showing resemblance in the storyline and re-accentuated 
characters of Cervantes’ Quixote, while standing alone as a unique piece of literature.  
In La Quijotita, there are a number of references to the education of women and 
the importance of receiving any type of education. Fernández de Lizardi firmly believes 
that Mexico should support education for women, fulfill their wish to have access to 
learning, and be a more eminent part of the society (García Gutiérrez 330). La Quijotita, 
therefore, posits the importance of education as a solution to a widely existing social 
problem (Testa 156). However, by positioning himself in favor of education, physical and 
mental growth of women, Fernández de Lizardi still acclaims the importance and 
necessity of paternalism and the patriarchal society (186). He positions himself in favor 
of education for women and criticizes unnecessary quixotism (Bellini 236). The Mexican 
writer communicates his ideals of the perfect woman by comparing and contrasting two 
cousins.  
The novel presents the story of two families living together that afterward decide 
to live apart for the benefit of their daughters. One wealthy family brings up an ill-
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mannered daughter with the name Pomposa.75 The other is a colonel’s middle-class 
family that brings up a well behaved and educated daughter whose name is Pudenciana.76 
Pomposa further on receives the name Quijotita from Sansón Carrasco77 for resembling 
Don Quixote. The colonel, Pudenciana’s father, has a passion for reading, and he mostly 
reads classics. Consequently, his daughter has had access to early education by reading 
the books in her father’s library. However, books were not the only source of her 
education, and Don Rodrigo, her father, hires a governor in order to give proper 
education to his daughter. The fact that Pudenciana receives a traditional education along 
with reading novels signifies that Fernández de Lizardi tries to build an argument that the 
education for women is essential beginning at an early age, and that only reading books 
do not provide a complete and proper education, since excessive reading can cause 
                                                 
75 Pomposa-pompous. Her name indicates her arrogant nature of being, and already 
instills negativity in the reader toward this character. 
76 Pudenciana (pudencia-prudencia) is derived from the Spanish “prudencia”- prudence, 
indicating the nature of a judicious and sensible character. As I discuss all through the 
analysis of La Quijotita, Pudenciana reveals the quixotic obsession of reading, as well as 
the character of the dreamer and lover. To her uncle’s family, she and the way she was 
brought up are unacceptable. 
77 Sansón is first presented in Cervantes’ novel as a prudent person, who likes making fun 
of other people and ridiculing them. However, as the second part of the novel unfolds, we 
see Sansón genuinely invested in persuading Don Quixote to go out for more adventures. 
He claims he has read the first part of the novel about Don Quixote and Sancho Panza, 
and wishes to see a second part coming as the two set out for more adventures. Sansón 
also falsely presents himself to be a knight-errant. First he is known as the Knight of the 
Mirrors, then as the Knight of the Forest, and finally as the Knight of the White Moon. 
The latter gains victory over Don Quixote in a battle, which presumably is the reason of 
the decadence of Don Quixote’s health.  
In La Quijotita Sansón’s re-appearance is not coincidental. He serves as a judge 
for Pomposa, similar to his predecessor who was implicitly directing several of Don 
Quixote’s actions.  
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madness. Fernández de Lizardi concludes the novel with disapproval of Pomposa’s 
family kind.  
There are several quixotic aspects in La Quijotita y su prima. First of all, the 
nickname of Pomposa- Quijotita catches attention, since it represents a derivation of 
Quixote.78 Also, Pomposa’s cousin Pudenciana lays emphasis on the intelligent aspect of 
the re-accentuated Quixote. She is well educated, well read and knowledgeable. Pomposa, 
on the other hand, reflects the quixotic madness. While Pudenciana talks discretely, 
behaves tactfully, is well-mannered and shares the same taste in literature as her father, 
Pomposa is unrealistic and imaginative. She perceives and interprets her environment in a 
more exaggerated and unusual manner.79 Other quixotic elements revealed in Fernández 
de Lizardi’s novel are the characters who love reading books. While Cervantes’ Quixote 
enjoys chivalric romances, the colonel enjoys classics and Pudenciana inherits similar 
interest in literature. Cervantes’ protagonist receives his education and his knowledge 
mainly through books,80 while Fernández de Lizardi’s character Pudenciana receives her 
education from different sources: her father, her teacher, and her father’s books. 
Cervantes used to compare and contrast Quixote and Sancho, one as the knowledgeable 
and the other as the simple-minded and the uneducated one, and Fernández de Lizardi 
compares and contrasts Quijotita and her cousin, again, one as a discreet character and 
                                                 
78 “La Quijotita” signifies “little miss Quixote.” Sansón Carrasco later explains why he 
gave the girl the nickname “Quijotita.” Don Quixote as much as Doña Pomposa reveal 
madness because of their ambitions. Pomposa desires to have a big name for she 
possesses indescribable beauty (Skirius 262). 
79 At one instance, Pomposa is convinced she has seen a monster. However, what she 
perceives as a monster, is only a shadow of a cat. 
80 There is no indication of Don Quixote’s previous education otherwise. 
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the other as an ignorant person. In La Quijotita, each character reveals one or more 
quixotic aspect, as discussed below.  
Fernández de Lizardi indeed noted that Cervantes did not disclose a typical way 
of thinking germane to his contemporaries. In Don Quixote, several of the women are 
well educated, beautiful and intelligent, as people who have the right to speak their mind 
and are free.81 In Fernández de Lizardi, Pudenciana’s discreet representation is similar to 
the unreserved women that appear in Cervantes’ novel. Pudenciana, who has always been 
advised and taught the right manners, represents a free and [somewhat] independent 
woman like, for example, Marcela. She exemplifies a woman able to choose her husband 
and marry happily.82 Throughout her childhood and her adulthood, her parents have had a 
great influence in bringing her up and shaping her personality in a positive way. The 
education that Pudenciana receives formulates a discreet, humble, diligent, obedient and 
virtuous nature in her (Monsiváis 13). It is also notable that the girl’s father plays a 
prominent role in her education.83 Literature has persisted in presenting an absent role of 
fathers for children for a long period. Uncommon as it is, Fernández de Lizardi’s 
                                                 
81 Marcela, Dorotea and Zoraida are vivid examples of free and wise women found in 
Don Quixote.  
82 Pudenciana marries Don Modesto. Her husband’s name indicates his humble nature 
and modest lifestyle. Although he does not represent the high social class, he is as 
educated, moral and well-mannered as Pudenciana and her family. 
83 In her article, Beatriz de Alba-Koch notes that it is exceptionally men, as opposed to 
women, who have any educational responsibilities over their children. Although Matilde, 
Pudenciana’s mother, takes over Don Rodrigo’s family role, information about her is too 
little to consider her a prominent model in Pudenciana’s physical, moral, spiritual and 
intellectual growth (131). And in general, most novels with a feminized re-accentuation 
of Quixote present an absence of the role of the mother who would traditionally teach 
their daughters the rational understanding of womanhood. 
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depiction of a family oriented man offers yet another critical point toward the role of the 
men and women in domestic life. When Don Rodrigo passes away, his family writes in 
his epitaph that he was a commendable religious man who was a model for his daughter. 
The inscription implies that Pudenciana’s absolute ideal was her father, an exemplary 
man that the contemporary Mexican society lacks.  
As mentioned above, Fernández de Lizardi points out the importance of education 
for women. Unlike Pomposa, who did not receive the right education from her parents, 
Pudenciana is able to shape a strong identity and live a desired life. The success story of 
Pudenciana is the focal point of the novel, which insinuates the author’s strong belief in 
women’s education. Holding Don Quixote as his primary ideal, Fernández de Lizardi 
makes a clear point by commending smart women and criticizing ambitiousness and 
madness. Cervantes’ protagonist, therefore, stands as a model for the author’s hypothesis. 
In La Quijotita y su prima, all quixotic traits are infused in Pudenciana, but also 
individual quixotic traits are shared between Don Rodrigo and Pomposa. For instance, 
Don Rodrigo represents the quixotic quality of the reader. According to García Gutiérrez, 
the characters of La Quijotita, who portray keen readers, are there to communicate the 
idea of quality novels and the benefits of reading (331). Like Quixote, Fernández de 
Lizardi’s novel serves as an archetype and a mechanism of annihilation of bad novels 
(331). Pomposa, as opposed to Don Rodrigo, his daughter, and their family ideals, stands 
for disdain of knowledge, overambitious beliefs, and high self-esteem. Fernández de 
Lizardi’s intent in introducing a failed quixotic character like Pomposa is to bring forth 
the madness without proper education. To the writer, impracticality leads to failure. 
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Pomposa’s madness that is also literature driven only brings misfortune to her.84 
Fernández de Lizardi contrasts her image with Pudenciana’s since the latter is a 
successful woman who becomes fortunate by forming a happy family. In fact, the 
happiness in marriage is contributed to both of the parties, as Fernández de Lizardi 
mentions that marrying an uneducated woman will result in the death of the husband as a 
result of their “eternal boredom” (169). The perfect woman whom every man desires is 
Pudenciana, and her persona is shaped according to every man’s ideals in a lover (Irwin 
23-24). The author attributes Pudenciana’s happiness to her intelligence and good 
manners. Fernández de Lizardi, therefore, suggests that only by education and good 
behavior would women become more desired, successful in finding the right husband, 
and thus more useful to their families and the society. Pudenciana’s quixotic traits (love 
for reading, eloquence, dreams of her bright future, and her love and devotion) are her 
society’s salvation, and especially the salvation for women. If Don Quixote explicitly 
announced his will to do good in the world, Pudenciana is remarkable for her implicit and 
even somewhat unintentional contribution to do good in her environment. According to 
                                                 
84 As seen in Chapter 1, female protagonists of the novels written in the eighteenth and 
nineteenth centuries, usually follow the patriarchal line. That is, an ideal woman is the 
one who marries, who is obedient and loved, and who represents a virtuous human happy 
in a domestic environment. Pomposa, unlike Pudenciana, is unable to build a healthy 
relationship and form a happy family. Quijotita believes that she is the most beautiful 
woman, worthy to receive the love and respect from each and every man from the world, 
and that her looks are the power of her sex (Skirius 262). Pomposa’s ill-mannered 
behavior and disdain for education lead her to prostitution which is how she becomes 
infected with syphilis and consequently dies (Meyer-Minnemann 66). 
It is also notable that Pomposa’s mother, Eufrosina, burns the books that Pomposa 
reads. The episode comparable to the scene of burning the books of the protagonist in 
Don Quixote, suggests that not all the books should be accessible to women. Also, 
Lizardi makes a strong point that proper and versatile education will save women from 
insanity caused by excessive reading of bad novels. 
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Irwin, by setting the example of Pudenciana, Fernández de Lizardi “fretted obsessively 
about protecting young women from dangerous male sexual desire” (108).85 
As noted above, Pudenciana does not posit an adventurous quest where her 
mission becomes to save the world. She is quiet and leads a rather sedentary life. The 
quixotic traits she promulgates become an object of admiration, positivity, and success in 
her context while she stands for an archetype of a Mexican woman that Fernández de 
Lizardi believes will change his society for the better. 
 
3.1.2 Travesuras de la niña mala, Mario Vargas Llosa 
Travesuras de la niña mala (2006) (The Bad Girl, 2007) by Mario Vargas Llosa 
is one of the newest Latin American quixotic achievements. The unbelievably absurd 
love story and the loyalty of the central character presented in the novel quickly catch the 
readers’ attention and lead them through the lingering and problematic romantic 
relationship of the main characters. The book has been compared to Madame Bovary as it 
represents the unfaithful female character in contrast with the working, loving and 
                                                 
85 According to García Gutiérrez, however, the novel was not written solely in support of 
educating the society and women. García Gutiérrez believes that the Mexican writer, by 
creating a literary work in “summum imitating Don Quixote,” had a different prospective 
in mind. That is, Fernández de Lizardi sought to find prestige as a writer, educator and a 
good man. He created the image of the Mexican Cervantes for himself, and by this, 
secured himself from the neglect and criticism by his society (328).  
Although Fernández de Lizardi wrote his novel imitating Don Quixote, it stands 
as a unique piece in the Mexican literature. The re-accentuation of the protagonist of 
Cervantes’ novel and by naming characters after Don Quixote, a writer cannot guarantee 
success among readers. It is important to remember that the novel was written before the 
period of the rise of feminism in Europe and stands as a sole representative supporting 
female education in Spanish-speaking America written in mid-eighteenth century.  
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domesticated male character.86 It is true that Vargas Llosa shows an immense 
enthrallment towards one of the greatest French writers of all time, Gustave Flaubert. 
However, it is also true that Vargas Llosa is profoundly familiar with one of the most 
influential Spanish masterpieces, Don Quixote as he has made references to Cervantes’ 
work in a number of his writings. It is notable that Vargas Llosa’s Travesuras de la niña 
mala is based on adventures, endeavors, dreams, encounters and abandonments, therefore 
presenting a quixotic storyline and quixotic characters.  
Travesuras de la niña mala offers a simple linear narrative describing the 
amorous relationship between two Peruvian people acquainted in the barrio of Miraflores 
                                                 
86 The Bad Girl by Vargas Llosa has been compared to Flaubert’s Madame Bovary a 
number of times. Since it is well known that the Peruvian writer was influenced by the 
French writer’s works, especially his Madame Bovary, many claim that he began writing 
his novel with an intention to imitate Flaubertian concepts (Tajuddin 312). 
Kathryn Harrison, in her article “Dangerous Obsession” published in the New 
York Times, compares The Bad Girl to Flaubert’s major novel Madame Bovary. As 
asserted in the article, Emma Bovary has fascinated the Peruvian writer since his first 
reading of the novel in 1959, when he had just moved to Paris. Vargas Llosa’s attention 
was immediately captured by the surreal and imaginary reality that Emma Bovary builds 
around herself, and is so submerged in her own dreamlike life that opening the eyes to the 
reality causes self-destruction. The Peruvian writer publishes The Perpetual Orgy in 
1986, where he declares his love and fascination towards the Flaubertian revolutionary 
literary creation, Emma. Vargas Llosa, therefore, follows the example of the master of 
the realism to depict an unreal love story in his Bad Girl. The beginning of his novel is 
comparable to Flaubert’s, with descriptions of boyhood and the narration of “I.” But as 
the story develops, readers find that the Bovaresque character presented in The Bad Girl 
develops in other dimensions. That is, Emma Bovary is able to realize and accept all the 
harm she has caused to others, namely her husband, by cheating, lying and stealing, a 
reality she is unable to cope with and prefers to bring it to the end by taking her own life 
away. The bad girl, on the other hand, suffers physically (and not mentally) as she makes 
others, especially Ricardo, suffer. Nevertheless, she tries to soothe the harm caused by 
giving Ricardo all her properties and belongings when she finds out she is going to die.  
Although Harrison’s arguments are viable, it is impossible to fail to see the 
connection between The Bad Girl and Don Quixote, especially knowing Flaubert’s 
profound fascination with Cervantes’ masterpiece and his attempt to write his version of 
Madame Bovary in imitation of Don Quixote. 
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in Lima. Ricardo, the first person narrator and the protagonist of the novel, is an average 
boy, born and raised in Lima. His childhood and teenage years are as simple and standard 
as every other boy’s in the neighborhood. One day, nonetheless, the teenagers in the 
barrio begin hustling and bustling regarding the arrival of the two controversial Chilean 
girls. Ricardo’s attention is immediately caught by Lily, who is one of the sisters, and her 
mysterious parents, house, and daring behavior is quite intriguing for the traditional 
ambient of Miraflores. Lily was everything that the other girls of Miraflores wanted to be 
but never dared to be (Tajuddin 313). A teenage sweet love blooms between Ricardo and 
Lily, but the boy soon realizes that Lily’s identity is made up, and she is not at all the 
person she presents herself to be.  
As the story develops, the reading becomes more intense and capturing. Lily 
leaves Miraflores, and Ricardo moves on. He travels to establish himself in Europe. He 
becomes what he was striving to be: a translator and an interpreter, dominates several 
languages including French, German, English and Russian, and reads and translates 
novels apart from his regular interpreter job responsibilities. During one of his frequent 
visits to a coffee shop in Paris, he re-encounters with his long lost love, Lily, who now 
reveals herself with a different identity, as Comrade Arlette.87 Ricardo’s and Arlette’s 
                                                 
87 In almost every chapter the female protagonist changes her name. As already 
mentioned, Ricardo is acquainted with Lily in Lima, who supposedly had come to live in 
Miraflores from Chile. In Paris, her name is known to be Arlette. After her trip to Cuba, 
Arlette goes back to Paris, marries a French diplomat and is referred to as Arnoux. She 
then appropriates the name Kuriko as she lives in Japan with Fukuda. Eventually, it 
becomes clear that the real name of Ricardo’s beloved is Otilia (ostilia-hostile), but she is 
referred to as “la niña mala,” “the bad girl” for the rest of the narrative. As Ricardo 
narrates: “ Lily, the Chilean girl, Comrade Arlette, Madame Robert Arnoux, Mrs. 
Richardson, Kuriko, and Madame Ricardo Somocurcio was, in reality, named Otilia. 
Otilita. How funny. (Vargas Llosa, The Bad 234). 
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romance rekindles and Ricardo asks her to marry him. Her answer is sincere: she wants to 
stay in Paris and that she would only use Ricardo to stay in Paris. However, she simply 
disappears one day. As time goes by, her disappearances and reappearances become an 
ordinary habit. Ricardo’s heart is broken far too many times, but he is unable to resist 
even one glimpse of the bad girl, who has the best ability and the perseverance to track 
Ricardo down and arrange a surprise re-encounter after being absent for a while. 
Ricardo’s biggest fear becomes losing her when she is around, and his greatest wish is 
never to encounter her again when she goes away. The bad girl becomes a sort of femme 
fatale for Ricardo, and each appearance she makes in his life, she has a new mask and a 
new identity. She has been a revolutionary, a refined wife of a French diplomat, an 
English connoisseur, a Japanese gangster prostitute, and a housewife. All her 
transformations have had a direct affect on Ricardo, as she is psychologically 
manipulative and abusive. The last encounter that the two have occurs when Ricardo is 
fifty-three years old and has moved to Madrid with a thirty-three-year-old artist. Ricardo, 
encountering the bad girl, gives in yet another time, learning about her diagnosis and that 
she is going to die soon. The only kind deed this woman does to Ricardo is leaving him 
her properties that she had received from her ex-husband, and giving him a good topic for 
                                                                                                                                                 
Her presentation as the bad girl has provoked a big debate among Vargas Llosa’s 
scholars. Some, deriving from the narrative of the novel, claim that the author’s intention 
to create such an image of a woman is to oppose the long-established stereotype of the 
domestic woman in Peru and Latin America in general. But for others, sexual freedom 
and the label of the bad girl proves that all in all, a woman is a woman when she is 
submissive, dependent and obedient (Henighan 384). With Otilia’s suffering as a 
consequence of her lifestyle the reader begins wondering whether Llosa has punished her, 
and if so, from what perspective Vargas Llosa’s attitude to liberated sexuality and its 
possible relation with female emancipation should be appreciated (Tajuddin 315). 
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a novel. As she states: “. . . you always wanted to be a writer and didn’t have the courage. 
Now that you’ll be all alone, you can make good use of the time, and you will not miss 
me so much. At least admit I’ve given you the subject for a novel. Haven’t I, good boy” 
(Vargas Llosa, The Bad 276). 
At first sight, Travesuras de la niña mala looks like a romantic adventure book, 
also given that the Spanish title of the novel translates as the “Travesties of the Bad Girl.” 
The title itself promises a narration of a series of pranks played by the bad girl. However, 
there is much more to this novel than the pranks and the adventures of the self-centered 
bad girl. The novel shows what love is, breaking through forced definitions of the 
concept, and showing how love can be, and how many masks the romanticized concept 
can wear. On one hand, the reader encounters with Ricardo, the perfect Quixote-like 
lover, faithful to his princess whose image he has idealized. On the other hand, there is 
the bad girl who obliterates all the stereotypes of the typical “domesticated” Latin 
American woman, who is free to love for money (French diplomat), for personal benefits 
(Ricardo), and even for no good reason (Yakuza Fukuda). This novel could well be 
intended to represent a parody of all conventional literature presenting the romanticized 
and idealized concept of love and its moral absolute. It is clear that the roles in the 
romantic affair between Ricardito and the bad girl have been reversed and questioned, 
which, consequently has become a central focus of various critics.  
The love that Ricardo feels toward Otilia is quixotic. Ricardo is the re-accentuated 
image of the lover presented in Don Quixote, and he compares his love to the Quixote-
Dulcinea relationship. Ricardo, unlike Don Quixote, soon realizes that the feelings he 
spreads toward Otilia are nothing more than his own obsession, imagination and 
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idealization of the woman he has never had and will never have.88 Nevertheless, he 
becomes powerless in front of the bad girl every time she re-appears in Ricardo’s life, 
and asks her to marry him comparing her with Dulcinea (Vargas Llosa, The Bad 204). 
The re-accentuated quixotic image lies in the weaknesses of Ricardo: his romanticized 
love towards the bad girl, his very low income in contrast to his addiction to reading and 
translating novels, his trips to various places including Germany, England, Spain, Austria, 
Japan, Russia, among others, and his mundane dream of maintaining his modestly paid 
job and having Otilia by his side as his wife (Felipe 97). Ricardo’s world, like Quixote’s, 
is meaningless without love. His dreams are mainly directed toward a life full of love. 
Some of Ricardo’s travels, those that are primarily intended for love more than for work, 
convert him into a global citizen, without any attachment to any of the places where he 
lives (Marco 117). Comparably, Don Quixote, due to his extensive travels over his land, 
becomes the inhabitant of the entire La Mancha. Unlike Quixote, however, Ricardo’s 
dreams do not emerge from the pages of the novels that he reads. On the contrary, his 
dreams come from real life and convert to fantasy like hallucinations once lived and been 
over. Ricardo seems condemned to being alone; everyone leaves him at one point in his 
life. Even when the bad girl comes back to become that unblemished companion that 
Ricardo has never had, she leaves him and the world in a bit over a month, and this time 
– forever. Ricardo’s quixotic quest, as in all previous instances, is over in no time. By the 
idealistic love that Ricardo shares with Don Quixote toward his Dulcinea, he presents a 
                                                 
88 Note that Otilia first presents herself as Lily, a name that resembles the legendary 
Lilith. The Peruvian flirtatious teenage, like Lilith, brings a life-long unconditional love 
and obsession to the man who first saw her and fell in love with her. Like Lilith, Lily-
Otilia is playful, free, mysterious and wanted. 
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speculation that Vargas Llosa has intended to put forth: why do we fall in love with the 
people we fall in love with, and what are we ready to undergo for the people we love 
(Sánchez 110)? 
Ricardo is an exquisite example of a re-accentuated Quixote because he shares the 
four primary quixotic traits of a reader, dreamer, adventurer, and lover. Like many other 
novels discussed in the other three chapters, Travesuras de la niña mala features strong 
and well developed quixotic characteristics along with weak and subtle ones. Ricardo is 
not as adventurous as Don Quixote and does not set off to save the world. He leaves Peru 
to save himself from no prospect of success. His life itself is a romantic adventure, with 
invaded space when the bad girl is around, and leaving him with lengthy intermissions, 
when she sets off to have her own adventures. Ricardo’s dream is to pursue Otilia, but 
she never lets herself be pursued until the last weeks of her life. The Peruvian man’s 
well-elicited quixotic trait is the love he feels toward the bad girl. Similar to Don Quixote, 
who idealizes the image of Dulcinea and gives her an erroneous identity,89 Ricardo 
glorifies Otilia and selflessly helps her every time she re-appears. 
                                                 
89 “Well, well!” said Sancho. “Are you saying that Lorenzo Corchuelo’s daughter, also 
known as Aldonza Lorenzo, is the lady Dulcinea of Toboso?” / “She is,” said Don 
Quixote, “and she is worthy of being lady and mistress of the entire universe.” / “I know 
her very well,” said Sancho, “and I can say that she can throw a metal bar just as well as 
the brawniest lad in the village. Praise our Maker, she’s a fine girl in every way, sturdy as 
a horse, and just one to pull any knight errant or about to be errant, who has her for his 
lady, right out of any mudhole he’s fallen into! Damn, but she’s strong! And what a voice 
she has! I can tell you that one day she stood on top of the village bell tower to call some 
shepherds who were in one of her father’s fields, and even though they were more than 
half a league away, they heard her just as if they were standing at the foot of the tower. . . 
. (Cervantes 199-200) 
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Among various quixotic elements and the re-accentuated protagonist, Vargas 
Llosa’s novel resembles Cervantes’ Quixote in a number of ways. For example, Ricardo 
is, to a certain extent, Vargas Llosa’s alter ego, as much as Quixote is Cervantes’. 
Ricardo travels and lives in Lima, Paris, London, and Madrid at around the same period 
that Vargas Llosa (Williams 107). It is Vargas Llosa’s views toward Peru that Ricardo 
presents as an outsider. Similarly, Cervantes portrays Don Quixote as his alter ego. 
Cervantes and Don Quixote have read the same books, it is Cervantes that puts his 
opinions on literature in the mouth of Don Quixote, and any social, political and 
historical criticism made available in the novel are the ideas coming from Cervantes. 
Vargas Llosa’s novel, as opposed to Fernández de Lizardi’s, illustrates how being 
good leads to failure. If, in the case of Pudenciana, her education, and her good 
mannerism ensured her a good life ahead, Ricardo’s good nature causes him to suffer. In 
Travesuras de la niña mala, similar to La Quijotita y su prima, the adventurous and bad 
female characters have a destructive end. As mentioned, Pomposa dies in result of 
syphilis, which, in its turn was the result of her free sexual life. In the same manner, 
Otilia dies of cancer, which has also been tied to her sexual life led in Japan under the 
mask of Kuriko. It seems that both Latin American writers condemn the free sexual and 
adventurous behavior of women, but their opinions about being good, well-educated and 
well-mannered do not align. As stated before, Pudenciana’s good mannerism was mainly 
influenced by her father. Brought up under patriarchal control and married successfully to 
Don Modesto, Pudenciana’s image symbolizes the paradigm of an obedient and 
submissive female. While Pomposa, her cousin was free to make her own choices, 
Pudenciana was learning to follow her father’s and later her husband’s will. Fernández de 
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Lizardi’s Pudenciana and Vargas Llosa’s Ricardo, thus, resemble each other in various 
ways. Neither of the protagonists questions their reality. Both are passive, easily 
influenced, and both hold high standards of morals. However, given their respective 
gender roles they follow different paths in their life. Pudenciana chooses to obey, read, 
learn and follow her father’s advice in order to ensure a safe domestic life. Ricardo 
chooses to repeat the same mistakes regarding Otilia and succumb to his feelings. In both 
instances, the protagonists of La Quijotita and Travesuras de la niña mala are “cryptic 
testimony on the alliance between the greatness and tragedy of the human condition” 
(Forgues 168). Both re-accentuated Quixotes, Pudenciana, and Ricardo put forth a 
speculation for the reader. Is it good to be good? 
 
3.2 History and Palimpsest: Re-accentuated Images of Don Quixote of the Boom 
3.2.1 Yo el Supremo, Augusto Roa Bastos 
Yo el Supremo (I the Supreme), written by an eminent Paraguayan author Augusto 
Roa Bastos in 1974, and translated into English in 1986, is a celebrated work representing 
the Latin American Boom. Although plotted quite differently than a number of works by 
Julio Cortázar, Gabriel García Marquez and other writers of the Boom era, Roa Bastos’ 
novel has been acclaimed the equal of such works as Hundred Years of Solitude (Martin 
280). The main hero of the novel is Dr. Francia, a real historical figure fictionalized in the 
work of Roa Bastos. The historical events portrayed in Yo el Supremo target two dictators 
who ruled Paraguay, the first from 1811 to 1840, known as José Gaspar Rodríguez 
Francia, or Dr. Francia, who is the antagonist of the novel. The second is Alfredo 
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Stroessner, who ruled Paraguay from 1954 to 1989. The latter was known to exercise the 
same forms and practices of dictatorship as Dr. Francia. Stroessner, although not the main 
hero of the book, shared considerable characteristics with the antagonist of Yo el Supremo. 
Nonetheless, writing a biography of the Dictator Francia was only an excuse to raise the 
issue of having power and its consequences (Tovar 28). The publication of the novel, not 
surprisingly, was disapproved by the government of the dictator, which resulted in the 
exile of Roa Bastos (Rowe and Whitfield 245). 
The novel is based on the story-history of the Paraguayan dictator, Dr. Francia.90 
His power lies in his regime and his writing. He believes that he confers more power on 
himself and others by writing his own story. However, this power is pilfered from him, 
since his scribe Policarpo Patiño writes what the tyrant dictates, and also later when notes 
and comments are inserted into the main story by an unknown compiler. The compiler 
                                                 
90 As mentioned before, Dr. Francia and Stroessner ruled Paraguay in a similar manner. 
And since the author wrote this novel during the rule of Stroessner, Roa Bastos could not 
refer to the current dictator in Yo el Supremo. Also, since it was Dr. Francia who used to 
call himself the Supreme, and believed himself to be equal to God, it was easier for the 
writer to avoid prosecution for explicit insinuations and critique of the current 
government. Still, Roa Bastos was exiled, since the dictator Dr. Francia’s (as well as 
implicit but intentional criticism toward Stroessner) arrogance, along with ungodly 
ruthlessness, is well depicted in the novel. As Da Rosa points out: “Roa did not write Yo 
el Supremo merely to rectify the obscure image of its protagonist. He claims that when 
writing this story, apparently 150 years old, he felt he was writing about what is 
happening now; and all that may seem anachronic in it should be attributed to his own 
inability to capture this idea in writing” (170). And this statement and the fact is 
comparable to Cervantes, who, by reviving an image a century old, makes it part of the 
modern culture. 
The term story-history refers to the double meaning of the equivalent word 
historia in Spanish. Although the book is based on true historical events, it tells the story 
of the life of Dr. Francia as it is interpreted by his scribe Patiño, and the remains of the 
record have been compiled by an anonymous writer. In other words, the novel is a story 
about the history of Paraguay ruled under Dr. Francia. 
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reveals to the reader that el Supremo wanted to imitate Cervantes and create a novel 
about himself comparable to Don Quixote, an act that will make him as grand and 
immortal as the Spanish writer: 
The rumor has leaked out, however, that these withdrawals to his hortus 
conclusus are for the purpose of writing a novel imitating the Quixote, for 
which he feels a fascinated admiration. To our novelist Dictator’s 
misfortune, he is not missing an arm like Cervantes, who lost it in the 
glorious battle of Lepanto, and at the same time he is more than lacking in 
brains and wit. (Roa Bastos 67) 
The fact that there are three voices narrating the same story, also brings Roa 
Bastos’ novel to an equal level of polyphony91 that we find in Don Quixote. Dr. Francia’s 
                                                 
91 Polyphony in literature was first introduced by M. M. Bakhtin. In his Problems of 
Dostoevsky’s Poetics, Bakhtin introduces the polyphonic novel as one that bears several 
voices in it. Those voices, as the author states, come together to form one entity, and 
together as one affect the direction of narration. Bakhtin claims that Dostoevsky is the 
creator of the polyphonic novel (7), and defines the term attributing the authority to the 
Russian writer in the following way:  
A plurality of independent and unmerged voices and consciousnesses, a 
genuine polyphony of fully valid voices is in fact the chief characteristic 
of Dostoevsky’s novels. What unfolds in his works is not a multitude of 
characters and fates in a single objective world, illuminated by a single 
authorial consciousness; rather a plurality consciousnesses, with equal 
rights and each with its own world, combine but are not merged in the 
unity of the event. (6) 
And although Bakhtin asserts that Dostoevsky was the first to write polyphonic novels, 
he agrees that the “early buds of polyphony ripened” in the works of Shakespeare, 
Rabelais, Cervantes, Grimmelshausen and others (34). So, in reality Dostoevsky was the 
“culminator” of the polyphony that rose up in European literature in the nineteenth 
century (34). In fact, Cervantes’ novel is far from being “monologic” (another term 
Bakhtin develops in the same work; opposite of polyphonic), and all the specifications 




version of his story, Patiño’s interpretation, and the compiler’s notes grow into a 
harmonic narration, and bring the novel to its unitary form, generating an archetype of the 
polyphonic novel. Nevertheless, this polyphonic narrative results in being problematic, 
since the verisimilitude of the true story-history becomes debatable. Don Quixote and Yo 
el Supremo both represent several disputable truths stated by different narrators, with one 
noticeable difference that the protagonist of Roa Bastos’ novel is one of the narrators of 
his story. On one hand, Francia is the dictator, the individual that assumes all the powers 
of the state; and on the other hand, he is the dictator, the one who dictates Patiño his 
story-history (Gallo 435, Raúl 60). In both Cervantes’ and Roa Bastos’ works, the story 
evolves through several narrative layers. Both novels present an omniscient narrator, who 
however is only interpreting, re-writing and re-delivering what he has found in writing 
already.92 In Cervantes’ case, a translator intervenes in the process of the creation of the 
final product. The omniscient narrator in both instances is unreliable. In Don Quixote, he 
                                                 
92 “There are several types of writing in the narrative: (1) transcribed dialogues in which 
El Supremo dictates to his secretary, Policarpo Patiño (there are also dialogues between 
the dictator and other characters); (2) entries in the “private notebook” in which El 
Supremo reflects on many personal matters, especially his problems with writing and 
splitting of his personality into two halves, “I” and “He,” that correspond to his private 
and public selves; (3) installments of the “perpetual circular” in which El Supremo 
narrates Paraguay’s history, dating from the Revolution of the comuneros (1717) through 
his own rule (1814-1840), with allusions to the future; (4) the “logbook” on pages 270-75 
of the novel, in which El Supremo speaks of his origins, genealogy, and relationship with 
his father; (5) the “tutorial voice” on pages 282-84, El Supremo’s father’s narration of his 
military exploits during a boat trip when El Supremo was fourteen years old; (6) two 
documents—the anonymous pasquinade demanding El Supremo’s decapitation and the 
hanging of his functionaries, which serves as the narration’s catalyst and a leitmotif to 
which El Supremo returns throughout the novel, and Pueyrredón’s draft suggesting the 
invasion and subjugation of Paraguay by foreign forces. An “unknown handwriting” 
interrupts some of these discourses (usually the “private notebook”) to criticize El 
Supremo’s actions” (Weldt-Basson 2-3). 
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claims to decipher all and everything that he has found in the document that will only 
ensure that truthfulness of the story. However, since the story was firstly recorded by an 
Arab, it cannot be trustworthy.93 In Yo el Supremo, the omniscient narrator, or the 
compiler, contradicts himself various times, thus also making the reader question the 
credibility of his acclamations.  
Beside the narrative similarities, Don Quixote and Yo el Supremo share various 
characteristics. One of those is, of course, the re-accentuation of the protagonist of Roa 
Bastos’ novel. El Supremo is a quixotic character re-accentuated in the context of the 
nineteenth-century Paraguay. While the dictator reads a lot and writes his story, Don 
Quixote reads and re-enacts episodes of his preferred novels in order to create his story. 
In other words, Dr. Francia is [one of] the writer[s] of his story, while Don Quixote needs 
a writer to make the story about his chivalric quest available to the readers. It is not 
coincidental that the dictator of Paraguay, who is trying to write his story in imitation of 
Don Quixote (Roa Bastos 67), has a unique copy of Cervantes’ novel on his desk: “The 
Quijote, also lying open in the middle, in a handsome edition with a purple page marker 
and gold galloons on the cover, lay on a stand” (135). Dr. Francia, then also compares 
himself with Cervantes and alludes to the famous reference to “arms and letters” that 
repeatedly comes back in Don Quixote.94 Although he thinks of himself as equal to God, 
                                                 
93 See Chapter 2 for detailed reference to the unreliable narrator of Don Quixote.  
94 Don Quixote’s famous discourse on arms and letters covers the beginning of Chapter 
XXXVIII of the first part of Quixote, where the knight-errant claims that it is as 
important to be a soldier as an educated man, since one defends kingdoms, and the other-
cultures (Cervantes 330-32). 
Dr. Francia’s reference to lance as a pen and vice versa underscores the exact 
allusion to Don Quixote’s discourse. The dictator asserts: “I can’t remove the fly that’s 
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he still acknowledges that he falls short of the experience that writers like Cervantes had. 
As he mentions to Patiño once when the latter writes what the tyrant is dictating: 
“Cervantes, one-armed, writes his great novel with his missing hand,” and proceeds 
questioning his identity as a writer, as well as his own protagonist’s—his identity (66). 
He also wonders whether or not Patiño can be his Sancho, in his attempt to imitate not 
only the style and the expertise that Cervantes shows in Don Quixote, but also the 
fictional protagonists who bring the story about in such a realistic way: “Who could deny 
that his fat secretary-squire is less real than you; mounted on his mule, plodding along 
behind his master’s old nag, more real than you mounted on the basin, awkwardly 
bridling your goose quill?” (66). This passage reveals how el Supremo strives to imitate 
Cervantes and his characters. Moreover, although, as he mentions in the novel, that he is 
not as brilliant and experienced as Cervantes, he does reveal various quixotic 
characteristics.  
Dr. Francia is a keen reader. Like Don Quixote, he enjoys reading, and he 
compares various literary characters in his writings. Although, unlike his predecessor, 
Quixote, he does not try to re-enact what he reads, he does try to analyze individual 
characters or episodes in his context. A vivid example of him trying to contextualize 
fictional characters is his comparison of Patiño and Sancho, or Cervantes and himself. Dr. 
Francia is a dreamer, too. Like Don Quixote, Dr. Francia holds high ideals and honestly 
believes in ordinary people (Weldt-Basson 149). Unlike Don Quixote, he does not want 
to see the evil vanish from the world, neither does he try to right the wrong and fight the 
                                                                                                                                                 
getting soaking wet in the flicker of the candle, the way I removed the flies drowned in 
the inkwell with the point of my lance-pen in time gone by” (Roa Bastos 319). 
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evil. He wants Paraguay to recognize him, to see his power, and to obey him. His cruelty 
knows no limits, he is unsympathetic and cold, but he dreams of fame, love, and 
acceptance. El Supremo sees his life as an adventure. His reign, maintaining his power 
and respect, as well as writing his thoughts and memories down are all adventurous for 
him. Unlike Don Quixote, Dr. Francia does not leave the house to find adventures. His 
quest mostly begins when he sits down to reminisce and describe his journey in writing. 
Although el Supremo has memories of a woman, he does not reveal longing love and 
idealization of her figure, like his predecessor did. Dr. Francia’s Dulcinea was temporary 
but real, was not idealized and was carnal. Unlike Don Quixote, who invokes his love for 
Dulcinea constantly, Dr. Francia tries to refrain from the word “love,” and insists that he 
has never loved.95 “No, I did not love any woman, unless it was that woman-comet. / I 
could not have loved Clara Petrona Zavala y Delgadillo. If for an instant she occupied the 
place of my celestial Dulcinea, it was for only an instant” (Roa Bastos 278). Dr. Francia’s 
rejection of love seems forced, involuntary. Being a dictator, love would be interpreted as 
weakness for him; it would show sentiments and compassion, feelings unbefitting a man 
of his character. For that reason, he cannot, even if he wanted to, claim that he has loved. 
Therefore, the reader encounters el Supremo’s idealized image of a woman in those 
passages where he brings attention to his dreams. He mentions his dreams where he sees 
that perfect woman whom he could have loved, dreams, that could represent his humane 
sentiments and his long for love: 
                                                 
95 It is believed that Dr. Francia did love someone, “he had been rejected by society and 
as a suitor for the hand of a beautiful woman because his father was a Portuguese-
Brazilian of lowly origin. In the novel Francia makes light of this love affair; he insists 
that his only attachment is to the pursuit of his ideals” (Da Rosa 172). 
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I have never loved anyone. I would remember it. Some trace of it would 
have remained in my memory. But only in dreams, and then they were 
animals. Dream-animals, from the beyond. Human figures of an 
indescribable perfection. Above all that creature that summed them all up. 
Woman-vision. Female-star. Wandering-comet. Otherworldly being with 
blue eyes. Dazzling whiteness. Very long golden hair, emerging from 
amid the clouds of vapor on the horizon, sweeping, covering at a fantastic 
speed the entire arc of the equinoctial hemisphere. (276) 
Although passages similar to the one above rarely appear in the dictator’s writings, 
these thoughts and stories bring forth el Supremo’s human traits. These passages reveal 
that, like all the mortals, Dr. Francia can dream, imagine, love and feel.  
El Supremo’s four quixotic traits of the reader, dreamer, adventurer, and lover, are 
represented in a unique manner in Yo el Supremo. Though Quixote and Dr. Francia do 
not strike the reader as comparable characters, both protagonists share various common 
features. Don Quixote and Francia become the archetypes of their respective cultural 
products. While Don Quixote’s image becomes more idealized and celebrated in Spain, 
Dictator Francia’s image only stands for the contemporary political rut where Paraguay 
finds itself (Oddone et al. 51). Beside the discussed quixotic traits, a character that makes 
the dictator’s figure fully quixotic, is the presence of a re-accentuated Sancho Panza. In 
Yo el Supremo, the reader also encounters the image of Patiño, who brilliantly depicts the 
figure of a loyal friend, who is more rational and realistic, and who makes the 
protagonist’s image complete. It would be hard to think of Dr. Francia without his scribe 
Patiño. It is the latter who takes care of the dictator, who writes down what el Supremo 
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dictates him without any changes and who serves him unconditionally. Patiño possesses 
the same language interpretation flaws as his predecessor Sancho. He misspells and 
misremembers words and phrases that Dr. Francia dictates making the latter mad. Weldt-
Basson notes that “it is indicative of a certain mutual interpretation of language styles and 
ideas between Patiño and El Supremo, which can be observed in the novel and which 
relates to their reenactment of a Sancho Panza/Don Quixote-like relationship” (43). In the 
same manner, Dr. Francia gives Cervantine and quixotic descriptions for certain things. 
When he refers to Patiño as his Sancho Panza, he states: “My Sancho Panza’s reasoning 
is not at all unreasonable” (Roa Bastos 411).96  
At the end of Roa Bastos’ novel when the dictator wants Patiño to be murdered 
after his death, and condemns him to death, the scribe, without questioning the reason for 
his dictator’s decision, writes his own death verdict, word for word, as el Supremo 
dictates for him. Although Patiño is not killed after Dr. Francia’s death and is spared, he 
finds it impossible to continue living and commits suicide. Patiño’s adventures are over, 
just like Sancho Panza’s adventures would be over after Don Quixote’s death. The scribe 
and the squire share the sincere, loyal and unconditional friend’s characteristics. Both of 
them accept their authority figure as they are, and do not question their madness and 
imperfections. Patiño and Sancho keep helping Dr. Francia and Don Quixote when the 
latter two fail to see and comprehend the reality, although their points and advice are not 
                                                 
96 Surely this sentence alludes to Don Quixote’s famous first chapter and the 
protagonist’s favorite reference to love: “The reason for the unreason to which my reason 
turns so weakens my reason that with reason I complain of thy beauty” (Cervantes 20). 
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always wanted or accepted. The re-accentuated Sancho in Yo el Supremo makes the novel 
more complete and the character of the re-accentuated Quixote- more absolute.97 
Much has been written on Yo el Supremo but little about its quixotic nature. 
Mostly Roa Bastos’ novel strikes the critics for the protagonist’s double identity. Dr. 
Francia consistently brings up his two-faced image. He refers to himself as “HE” in 
writing on several occasions. In this manner, el Supremo assumes the identity of “I” - his 
voice, and “He”- the written evidence of his self (Raúl 64). The referrals of I, He and the 
Supreme, make the theological trinity that Dr. Francia believes to embody himself. 
Despite Roa Bastos’ desire to depict Francia in a different light, Yo el Supremo is not an 
attempt to validate all that the dictator did. “In the last chapters the many political and 
philosophical themes” that the Paraguayan writer upheld throughout the novel “come 
together in a kind of dialogue between the “yo” and the “él,” the two aspects of Francia’s 
soul. This permits Francia to take into account, for himself and the reader, what he has 
failed to achieve” (Da Rosa 174).98 The reader sympathizes with el Supremo, as much as 
he sympathizes with Don Quixote, even knowing that both characters lack rationality and 
take unacceptable actions to define their fake identity. Both the protagonists of the 
                                                 
97 Although Weldt-Basson does not believe that Yo el Supremo is derived from Don 
Quixote and an intertextual work, she comments on the obvious resemblance of Dr. 
Francia-Patiño relationship to Don Quixote-Sancho stating that “Roa Bastos reproduces 
the relationship between Cervantes’s characters by applying certain constituent traits that 
govern it. . .” (172).  
98 Da Rosa clarifies that Francia’s failure lies in his experiment in absolutism (175). 
Similar failure was experienced by Don Quixote, who failed to become a knight-errant. 
However, it is not the personal failure to achieve the ideal stereotype of the absolute ruler 
(rey absoluto) or the knight-errant. It is how others perceive them. It is without doubt that 
Francia created his version of the absolute ruler, as much as Don Quixote became the 
knight-errant of La Mancha for the readers and for the characters in the novel. 
148
 
respective novels of Cervantes and Roa Bastos are in search for their identities, 
acceptance, and the truth.99 The real identity of Don Quixote may be Alonso Quijano, 
who is a simple hidalgo (a man of lower nobility). Nevertheless, Don Quixote’s adopted 
identity, and vision do not comply with the vision of his contemporaries. Similarly, Dr. 
Francia might be a mere mortal equal to everyone else in his country and the world, but 
he envisions himself as the God, the Supreme of all. 
As mentioned before, Yo el Supremo is a fictional historical work. Although the 
novel conveys historical characters and facts, it does not fully comply with history. 
“Since much of the history written about Doctor Francia is actually myth (and at times 
truth and fiction cannot be distinguished), the novel questions the reliability of historical 
sources on Doctor Francia in an attempt to approach the truth about this historical figure” 
(Weldt-Basson 10). Roa Bastos clarifies his intentions of writing the novel. He states that 
the myth as the revelation force of the social life is the focal point of the book, given that 
Yo el Supremo is a fictional work inspired by history, and not a biographical novel 
(Oddone et al. 20). The fact that the protagonist dictates his life thus making his narration 
a history, juxtaposes Roa Bastos’ quixotic novel to García Márquez’ Cien años de 
soledad, where the protagonists are living the history of their lives documented long ago. 
 
                                                 
99 Kubayanda looks at the novel of Roa Bastos as a labyrinth and a paradox of the truth. 
He states that the paradox in the novel lies in the representation of the search of the truth, 
any truth, even if the truth is absurd (119).  
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3.2.2 Cien años de soledad, Gabriel García Márquez 
Gabriel García Márquez, a Colombian writer, born in 1927, is one of the most 
celebrated Latin American literary figures. His novels and short stories followed the path 
of the literary movement of magic realism and brought it to its highest culmination point. 
García Márquez has often been compared to Cervantes for various reasons,100 and his 
Cien años de soledad (1967) (One Hundred Years of Solitude, 2000) has been called the 
Quixote of Latin America (Mancing, “Don Quijote” 313).101 Like Don Quixote, Cien 
años immediately captivates the attention of the literature lovers. Editions, adaptations, 
and translations follow forthwith after the first edition of the novel, and shortly it 
becomes a global contemporary masterpiece. García Márquez’s novel is recognized as 
second Don Quixote in commercial success among all Hispanic literature (Scott 8). In 
Stavans’ opinion, “there are only two novelistic masterpieces written in Spanish whose 
                                                 
100 Michael Bell claims that Marquez’s and Cervantes’ works have significant similarities 
not only at the narrative level but also in respect with their authors. He states:  
Hundred Years is an overtly Cervantean book in its fundamental device of 
the fictitious foreign historian. But the Cervantean parallel has a deeper 
significance with implications for his oeuvre at large. I have suggested that 
Hundred Years is Márquez’ most substantial and representative work and 
yet is also, in important ways, untypical. In this respect, Hundred Years 
stands in the same relation to Márquez’ oeuvre as Don Quixote does to 
Cervantes’ and for essentially similar reasons. If Cervantes had died 
immediately after completing the second part of Don Quixote (1615), or if 
Márquez had died after Hundred Years, their respective oeuvres would not 
just be shorter, they would have, or would appear to have, a significantly 
different meaning. (117) 
101 It is noteworthy that Harold Bloom has made a statement that “[w]e inevitably identify 
One Hundred Years of Solitude with an entire culture, almost as though it were a new 
Don Quixote, which it most definitely is not” (Gabriel 9). The author notices that 
although García Márquez’s novel reveals numerous quixotic aspects, it still stands as a 
unique piece of literature, far from being a novel written in imitation of Don Quixote. 
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influence radically revamped our understanding of Hispanic civilization” (Gabriel 2). It 
is not hard to guess that Stavans is referring to Don Quixote and Cien años de soledad. 
In his renowned novel, García Márquez employs the notion of solitude and 
solidarity shared by the members of the Buendía family. The cyclical quixotism recurring 
through each chapter leaves a sense of mystical, unapprehended and fallacious reality that 
each Buendía abides. Among numerous evidences that connect the characters of Cien 
años de soledad to Quixote, the story of the Buendías written for and enacted by them is 
the most noteworthy one. As Harold Bloom notes: 
In the subsequent story of the Buendías it becomes evident that they have 
lost their proper access to this other realm of sleep; a realm which is 
commonly expressed, within the terms of daytime consciousness, through 
magical and dream images. But the fundamental narrative trick of the 
book, as fundamental as Alonso Quijano’s imagining himself as the 
fictional character, Don Quixote, is that Márquez goes on to tell their story 
at the level of the Buendías’ repressed selves. (Gabriel 99) 
García Márquez, however, draws a visible line between the fictitious and the real 
by the means of opinions of neighbors, citizens of Macondo and visitors. The Buendía 
live in some sort of oblivion. They are blind to the outside real world, they cannot control 
their urges and feelings, they persist in searching for their ideals, and they all fail in their 
respective quests in one way or another. Most Buendía men are a re-accentuation of 
Quixote, José Arcadio Buendía being the first and Aureliano the last.   
José Arcadio Buendía has an uncontrollable desire to invent, experiment and 
discover new ideas and objects. Influenced by a gypsy named Melquíades, he follows his 
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rules, explanations, and tips to come up with something new and awe-inspiring. José 
Arcadio Buendía frantically waits until the next arrival of the gypsies, as they always 
bring a new object that will captivate his attention and trigger his imagination. 
Melquíades and José Arcadio Buendía become friends, but the latter soon loses his mind 
after spending too much time in his laboratory, reading the parchments and books that the 
gypsy hands him and experimenting continuously with various objects. His wife is Úrsula 
with whom he has three children, Colonel Aureliano, José Arcadio and Amaranta. José 
Arcadio Buendía, nevertheless, has no significant role in bringing up his children, as he is 
immersed in his unrealistic world. Soon, losing complete vision of the realistic world, and 
for excessively irrational behavior his family ties him to a tree for years, where his health 
gives in. Once he is untied, he has already given up all his dreams, and his wish for new 
adventures, so he leaves the world.  
Colonel Aureliano Buendía’s quixotic life features his obsessive love for 
Remedios Moscote, a girl who has not even reached her puberty when the two get 
married. It also features his revolutionary obsessions and his adventures at war, as well as 
his later obsession of spending his time in his father’s laboratory making goldfish 
statuettes and reading Melquíades’ papers. His death parallels his father’s, both finding 
their peace at the tree in their courtyard.  
Colonel Aureliano Buendía’s brother, José Arcadio does not share the fanatic 
obsession of fighting and wars with his brother, and, in fact, becomes a victim of his 
brother’s compulsiveness. As Colonel Aureliano Buendía is brought to the cemetery to be 
shot by people of the government opposition, José Arcadio, who had settled in a house 
near the cemetery, shoots one of the rivals. This instigates havoc, and finally becomes the 
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cause of his death. José Arcadio, however, reveals the idealistic quixotic love. He cannot 
leave unnoticed his “adopted” sister Rebeca,102 and finally, against everyone’s will elopes 
with her from his paternal house, and lives with her until the end of his life. Rebeca shuts 
herself inside the house never to be seen by anyone, except by the two of the seventeen 
Aurelianos, sons of Colonel Aurelian Buendía. She is finally found dead in the house. 
José Arcadio and Colonel Aureliano Buendía also shared a quixotic love for a 
psychic woman, named Pilar Ternera. Both of them have a son with her, making the boys 
each other’s cousin and half-brother at the same time. Aureliano José and Arcadio, 
therefore, impart a similar ardor of the incestuous affair with their aunt and mother 
respectively. Aureliano José, who was raised by Amaranta, falls in love with her desiring 
intimacy with her. His wish is reciprocal. However, it is made impossible by Amaranta, 
who clearly understands the outcomes of the incestuous relationship. Arcadio, on the 
other hand, does not know who his real mother is, and in an attempt to rape her, is 
introduced to his future wife, Santa Sofia de la Piedad.103 Both brothers are killed: 
Aureliano José is murdered by mysterious people who leave no sign of bullets or physical 
evidence, and Arcadio is shot while protecting his land. 
Arcadio, before his death expresses his wish to name his child Úrsula or José 
Arcadio depending on the sex. He, however, has twin boys and a girl. The girl is named 
Remedios, la bella (Remedios the Beauty) after her grand-aunt, and the boys are named 
                                                 
102 Rebeca appears at the Buendía household with a sack of bones and a note. From that 
day on she becomes a member of the family and a sister to the second generation of the 
Buendía. 
103 Pilar Ternera, who sees that it is becoming impossible to keep denying her own son, 
pays Santa Sofia to spend a night with Arcadio. 
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Aureliano Segundo and José Arcadio Segundo. The twins look alike until the age of 
puberty. Then they part, and each reveals familiar characteristics passed on for 
generations. Aureliano becomes obsessed with buying and selling cattle and finds that 
Petra Cotes, a local concubine affects their fertility. The more Aureliano Segundo 
continues his intimate relationship with Petra Cotes, the more the cattle multiply in 
numbers. He, however, is also obsessed with the beauty of women, and knowing that 
Petra Cotes is not the most fine-looking woman on earth, sets in search to find the most 
stunning one. He finds Fernanda del Carpio after his long quest and marries her. However, 
his relationship with Petra Cotes does not end until his death. José Arcadio Segundo, on 
the other hand, is more interested in reading the manuscripts in the laboratory, thus 
revealing the quixotic trait of a reader. After his failed relationship with Petra Cotes, he 
never settles with any other woman and spends his days in the laboratory.  
Aureliano Segundo and Fernanda del Carpio have three children, and José 
Arcadio, like his uncle, shuts himself in the laboratory. Renata Remedios, the other child, 
has a son Aureliano, who falls in love with Amaranta Úrsula, his aunt, and also continues 
deciphering the parchments and manuscripts in Melquíades’ laboratory. The novel 
concludes with the birth of Aureliano, the son of Aureliano and Amaranta Úrsula, who is 
devoured by ants. At this time, Aureliano has deciphered all the manuscripts and reached 
the end, which reveals the final destiny of the Buendía. 
Cien años de soledad is in itself a palimpsest. “Like Cervantes’s opus, which is 
purportedly written by a Moor, García Márquez’s novel is presented as a palimpsest: a 
manuscript drafted by a gypsy” (Stavans, Gabriel 2). The history of the Buendías was 
written in Melquíades’ manuscripts, and the generations keep uncovering each page of 
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the paper while living the life described in it. It is Aureliano who reaches the end of the 
writings. He finds out that all that he has been trying to decipher is the history of his own 
family and its end is outlined by his son’s and his own death.  
The examples of the characters of Cien años reveal that the most quixotic trait 
nested in most Buendías is the obsession. While a number of characters are obsessed with 
the image of a woman, the others are obsessed with war and fights and the third group is 
obsessed with reading and deciphering Melquíades’ parchments. Michael Bell notes:  
The superimposition of disparate world views as embodied in different 
fictional genres is the technique that Márquez in his own day shares with 
Cervantes in his. Their common theme, the projection of psychic 
obsessions on to the world, provided a sudden transformative significance 
for the very medium of their fiction. (118) 
It is remarkable that notwithstanding the failure or an indication to unfortunate 
outcomes, all Buendías persist in their obsessions. For example, José Arcadio Buendía’s 
obsession with Melquíades’ novelties never ceases, although there are various indications 
of his detachment from reality. Similarly, Colonel Aureliano Buendía perseveres in going 
to wars, turning a blind eye to his defeats. Looking at Don Quixote, it is easy to note that 
the protagonist encounters similar problems with his obsessive quest. In spite of his 
injuries, mocking, and failure, Don Quixote maintains his identity as a knight-errant until 
the last chapter of the novel. As readers, we encounter ourselves with the world that the 
authors describe, and the world where the protagonists live. 
Like Cervantes, García Márquez realized that the novelist must start by 
making a very clear distinction between fact and fiction, by drawing a line 
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between his novel and the real world; but once this distinction is made, the 
creative imagination can be brought into play to explore the boundaries 
between fiction and reality within the narrative itself. (Williamson 119) 
Bell notes that the trick of Cien años lies in the characters who “live out their 
obsessions in the real world” and allow the readers to follow them (119). He continues: 
“Márquez is reversing the literalism of the Buendías in their actual lives. With Don 
Quixote, the problem strictly lies not so much in the unreality of anachronism of the 
models he tries to follow as in the literalism with which he understands them” (119). 
Both Don Quixote and Cien años de soledad are grounded in romance novels. Don 
Quixote is passionate about chivalric novels, and re-creates a modern version of a 
chivalric novel featuring him as a knight-errant. Cien años de soledad presents a narrative 
development germane to romance. As mentioned before, men in García Márquez’s novel 
are shown as either obsessed with masculinity, love, reading or a combination of any of 
these three. It is also noteworthy that women take a stereotypical role of fulfilling men’s 
desire, of attracting men and taking over household chores. There are two instances of 
female duels and rivalry for one man. These and various other features indicate that 
García Márquez’s novel belongs to the world of romance (Williamson 114). 
With the narrative techniques derived from Cervantes, a quixotic cyclical plot and 
re-accentuated Quixotes, García Márquez’s Cien años de soledad develops into a well-
rounded quixotic novel. The Colombian writer shows deep understanding of the human 
nature and psychology, like Cervantes did. Perusing Cien años de soledad, readers learn 
to appreciate the beauty of the novelistic genre, like they did, for the first time, about four 
hundred years ago. It is perhaps the profound sensitivity toward the humankind condition 
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that allowed both Cervantes and García Márquez create such masterpieces that will keep 
defining the Hispanic literature for centuries.  
It is interesting to see how many masks Don Quixote can wear, and in how many 
contexts he can be validated. In this chapter only, the re-accentuated image of Don 
Quixote has entered the social context of eighteenth-century Mexico. There, the quixotic 
protagonist stands as an archetype of the mad woman in opposition to the educated and 
moral type. In the context of the twenty-first-century Peru, the free woman’s image 
appears in contrast with the image of a re-accentuated and domesticated Don Quixote. 
Both eighteenth century and in the twenty-first century the question about the female 
conduct is raised, and is done so by presenting a quixotic protagonist in comparison with 
another social product. Quijotita, as opposed to Pudenciana, is condemned for her 
quixotic comportment. In the same manner, Otilia is condemned for her sexual freedom. 
Her image is compared to the image of a re-accentuated Quixote, Ricardito, who presents 
the perfect but failed domesticated character. Although Quijotita and Ricardo present two 
social extremes, they both unite as re-accentuated Quixotes. The two protagonists serve 
as catalysts for social stereotypes and ideals, providing the reader with the two extremes 
of good and bad. The reader, therefore, is free to navigate within the boundaries of good 
or bad presented in La Quijotita and La niña mala. 
In the second part of this chapter, the re-accentuated image of Don Quixote re-
creating history comes forth. In el Supremo’s case, the quixotism is revealed in ruthless 
manner. The protagonist of Roa Bastos’ novel creates history and becomes history, which 
is similar to the case of Don Quixote of Cervantes. In Cien años, as opposed to Yo el 
Supremo, the quixotic characters live their pre-determined history. So, these novels are 
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palimpsestic works of how history is created and is repeated cyclically. The two South 
American writers present quixotic figures in the context of history, and how history has 
failed in their protagonists’ quixotic endeavors.  
The four novels analyzed through a quixotic scope of view, demonstrate yet 
another time the thousand faces Don Quixote can appropriate entering a new context. It is 
due to his universally valid image, and universally standard human nature that makes 
Don Quixote easy for manipulation. Thus far, re-accentuated Quixotes have been able to 
successfully posit critical-analytical points on obsession, education, politics, sexuality, 
and fanatism, among innumerous psychological aspects of the human nature. It is through 
Don Quixote and quixotic works that readers are acquainted to the real human being, its 
universal values, deeds and needs.
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CHAPTER 4. THE QUIXOTE COMMUNITY: PRIMARY AND SECONDARY RE-
ACCENTUATED CHARACTERS IN EUROPEAN, NORTH AMERICAN AND 
SOUTH AMERICAN NOVELS 
Herman Melville and Mark Twain 
are Cervantine, and so are Dostoevsky, Turgenev, 
Thomas Mann, and virtually all modern Hispanic 
writers of fiction. 
~Harold Bloom, How to Read and Why 
As described in the previous chapters, re-accentuation highly depends on the 
context and the most evident traits of a fictional character. I have analyzed a number of 
novels from three different geographic areas that represent a re-accentuated image of Don 
Quixote. Most of the writers that I have referred to have adapted the quixotic image in a 
peculiar context, but others have also incorporated re-accentuated images of secondary 
characters of Don Quixote in their novels. In this chapter, I look into the re-accentuated 
characters of Quixote in conjunction with the re-accentuated image of Cervantes’ 
secondary characters, mainly Sancho Panza, Dulcinea and Rocinante in European, North 
and South American novels. 
Each novel that presents re-accentuated characters from Cervantes’ novel conveys 
a meaning and purpose of interaction among the characters similar to Quixote. Various 
novels introduce the image of a friend, an adviser and an accompanying figure, who is 
Sancho; an idealized woman or object of adoration, who is Dulcinea; and in several cases, 
there is even an old means of transportation, which intends to represent the image of 
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Rocinante. Those novels that integrate a re-accentuated image of Don Quixote, Sancho 
Panza, Dulcinea and others present a quixotic community. In some of the novels 
discussed in the previous chapters, the presence of such a community is evident, while in 
others it is either implicit or entirely absent. 
Writers who re-accentuate quixotic characters usually focus on Quixote, Sancho, 
and their relationship. Dulcinea is perhaps second most common re-accentuation after 
Sancho, and re-accentuations of Rocinante, Sancho’s donkey, the curate and the barber, 
Sansón Carrasco and others are relatively rare. I will proceed analyzing such novels as 
Monsignor Quixote (1982), The Adventures of Donny Coyote (2003), The Adventures of 
Tom Sawyer (1876), The Adventures of Huckleberry Finn (1884), and The Savage 
Detectives (1998). These novels introduce the re-accentuated image of various characters 
of Quixote, therefore creating a re-accentuated concurrence of our favorite Spanish 
characters.  
4.1 Don Quixote, Sancho Panza, and Dulcinea Come Together in a New Context 
4.1.1 Monsignor Quixote, Graham Greene 
Monsignor Quixote (1982) by Graham Greene is a unique representation of 
collective re-accentuated characters of Don Quixote. The novel has adopted almost all of 
the main characters from Cervantes’ novel. Greene’s protagonists live in post-Franco 
Spain and reflect the social, political, and religious life of the time. The depiction of the 
priest who is accompanied by a communist, the fights against the Guardia Civil, the 
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conversations of the two friends accompanied with a glass of wine are a perfect, at the 
same time a funny, presentation of what the modern Quixote would look like.  
The protagonist of Monsignor Quixote is Father Quixote, a priest who lives in a 
small town called Toboso, in La Mancha.104 He thinks he is a descendant of Don Quixote, 
which makes other villagers believe that he is a little delusional.105 His life changes after 
he encounters and offers his help to an Italian bishop, after which he receives the title 
Monsignor by the Pope. The bishop of Toboso does not approve of the Monsignor and 
wants to dismiss him from town. However, Monsignor Quixote realizes that the bishop 
has secret plans for his dismissal and leaves the town himself. In order to hide the real 
reason for his departure, he claims that he will only be away for a vacation, but for an 
indefinite period of time. It happens that the former mayor of Toboso, Sancho Zancas, 
who is disappointed by the new republicans elected, shows interest in joining Monsignor 
Quixote on his journey, and becomes the latter’s re-accentuated Sancho.106 Father 
Quixote agrees to be accompanied by Zancas, and the two set off. Their trips throughout 
                                                 
104 Originally Toboso was the village of Aldonza Lorenzo, to whom Don Quixote gives 
the name of Dulcinea del Toboso. 
105 While everyone knows that Don Quixote is a fictional character created by Cervantes, 
Father Quixote is convinced that Quixote lived and that he is a descendant of one of the 
most eminent figures of the Spanish culture. This concept introduced by Graham Greene 
opens an interesting cognitive interpretation. Father Quixote is not able to differentiate 
fiction from reality, just like Don Quixote. However, in the case of Cervantes’ hero, it 
was clear that the hidalgo desired to imitate fictional characters and become the live 
embodiment and representation of the chivalric world. In Graham Greene’s novel, the 
protagonist shows inability to categorize Quixote into the group of fictional characters, he 
is unable to tell fiction and reality apart, and interprets fictional and real events in an 
unrealistic manner. 




Spain are each an adventure, comparable to the experiences the protagonists of Cervantes’ 
novel undergo.107 As Sancho Zancas points out, the fight against the guardians is like 
Cervantes’ Quixote’s fight with the windmills, and the rescue of the statue of Virgin 
Mary from some capitalists is seen as Quixote rescuing the lady from the Basques. The 
novel, as expected, ends informing us “How Monsignor Quixote Rejoined his Ancestor” 
(Greene 203). 
As mentioned above, Monsignor Quixote presents a variety of re-accentuated 
characters based on Cervantes’ Quixote. Don Quixote’s most palpable features are 
adopted by Father Quixote. Zancas’ nickname is Sancho, eponymous to Cervantes’ hero, 
who also becomes the re-accentuated squire of Monsignor Quixote, and his companion 
throughout his trips and adventures. Don Quixote’s famous horse has been mutated into 
Father Quixote’s old car, a SEAT 600, to which Father Quixote refers as Rocinante to 
“commemorate his ancestor’s horse” (Ziolkowski 217). The car is perhaps the most 
unique re-accentuation of Don Quixote’s horse in literature. Also, the romanticized and 
idealized figure of a village woman is adapted in Greene’s novel, where Dulcinea was the 
love of Father Quixote when he was young. 
                                                 
107 Lafuente considers Monsignor Quixote the best modern recreation of the knight-
errant’s adventures in the region of the modern La Mancha (269). It is also important to 
mention that Graham Greene wrote his novel, and dedicated it to the Spanish Father 
Leopoldo Durán, who was a friend of Greene’s and a companion during his trip around 
Spain for various years. With Father Durán, Greene learned about Spain, its traditions 
and its literature. The places that the two visited, their experiences and conversations, are 
rendered in Greene’s quixotic novel. This fact is also recorded in Greene’s biography that 




Most of the occurrences described in Monsignor Quixote are very typical of late 
twentieth-century Spain, while they also present some aspects of the Quixote from 
seventeenth century in a modern context. Don Quixote and Monsignor Quixote represent 
important key points in the history of Spain in their relative times. The characters develop, 
auto-construct themselves, or go through an aotopoiesis108 in front of the readers’ eyes, 
and the comic prefigures the tragic versatility when almost all the occurrences begin at a 
historic point that conveys decadence, fatality and an unhappy ending (Jiménez 317). As 
we see, Sancho in Cervantes’ novel is frightened of the Santa Hermandad, while the re-
accentuated Sancho in Greene’s novel is afraid of the Guardia Civil.109 The Santa 
Hermandad and the Guardia Civil were an important part of the history of Spain, each 
existing in the era when these two novels were written. The dialogues about religion 
between the re-accentuated Quixote and Sancho of the twentieth century are not about 
new or old Christians any more but are mostly about good and bad Catholics. There are 
more political discussions and representation in Greene’s novel, while in Cervantes’ work 
those are only mentioned metaphorically or with subtle remarks.  
Don Quixote and Monsignor Quixote share a number of resemblances, and for 
that reason the reader simply cannot read Greene’s novel without being constantly 
reminded of Cervantes’ famous novel. 110 Don Quixote, re-accentuated as Monsignor 
                                                 
108 The term is defined and discussed in the note 4 of Introduction. 
109 The Guardia Civil (founded in 1844) was based on similar ideas as Santa Hermandad 
(began formulating in 1265). By presenting similar political beliefs and parallel 
functionality, Santa Hermandad is the forerunner of the Guardia Civil.  
110 According to Estébanez, there are numerous references in Monsignor Quixote that 
allude to Cervantes’ work. And however much Greene’s novel has been a great success, 
it still cannot depict Cervantes’ fine humor (304). 
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Quixote is a keen reader, but in Greene’s context he is fond of reading theological books 
instead of chivalric romances. Monsignor Quixote is considered to be insane for firmly 
believing that Cervantes’ Quixote is his ancestor. The reader can also encounter the 
quixotic features of an old romantic lover, a dreamer and adventurer. In addition to the 
four primary traits that Greene’s protagonist shares with Quixote, the re-accentuated 
character and other characters in the novel make various resonances to a number of 
aspects present in Cervantes’ novel. Monsignor Quixote wears purple socks and bibs that 
Zancas or Sancho compares to the helmet of Mambrino. Furthermore, as mentioned 
above, Toboso in La Mancha is the town where Father Quixote and Sancho are from in 
Greene, which also was the village where Dulcinea of Cervantes’ Quixote lived. Also, 
Zancas, as much as any other character in Greene’s novel, is an expert in Cervantes’ 
Quixote, and for that reason the novel is rich in numerous examples, comparisons and 
commentaries about Cervantes’ work. All of the re-accentuated characters know that 
Quixote is a fictional character of Cervantes, except Father Quixote, who still resists 
believing it. The ex-mayor of Toboso keeps comparing the actions of Father Quixote with 
those of Cervantes’ Don Quixote. All the comparisons, resonances, adaptations, contexts, 
and characters make Monsignor Quixote a unique quixotic novel based on and inspired 
by Don Quixote. Greene is able to make the reader laugh in a similar manner as 
Cervantes, while in his narrative he neatly changes the image of the main characters of 
Don Quixote and adapts them elegantly in the twentieth-century Spanish context.  
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4.1.2 The Heroic Adventures of Donny Coyote, Ken Mitchell 
Canadian writer Ken Mitchell’s comic adaptation of Don Quixote published very 
recently, is another novel that brings together various re-accentuated characters, and re-
contextualizes a number of episodes from Cervantes’ novel. The Heroic Adventures of 
Donny Coyote (2003) describes the insane exploits of Donny Coyote and his companion 
Sandra. The novel describes the North American society of the twenty-first century, and 
the hero is a natural of a small town Moose Jaw in the state of Saskatchewan, Canada. 
Donny Coyote, the protagonist, represents the figure of a re-accentuated Quixote. 
Coyote’s travel buddy and his helper is Sandra, the re-accentuated Sancho, who shares 
similar ideas with him and sets out on a quest to change the world. Mitchell’s protagonist 
also has a woman of his dreams, who is Princess Di, the re-accentuated figure of Don 
Quixote’s Princess Dulcinea. The novel represents a very comic advance of occurrences, 
and the reader cannot help but keep Cervantes’ Quixote in mind, since most of the 
episodes and concepts are recurrent in the Spanish and the Canadian writers’ works.111 
Donny Coyote offers a very simple plot. Comparable to Don Quixote, here too 
there is a protagonist who is obsessed with reading novels. Donny Coyote is a fan of 
comic books, and his dream is to become a “real-life-superheroe” like the ones he so 
often reads about112 (Weimer 85). He, therefore, decides to go out of his house and look 
                                                 
111 The title itself is a comic and English-sounding re-accentuation: Don Quixote-Donny 
Coyote. Also, the sidekick of Donny Coyote, Sandra Dollar, presents a clear allusion to 
Cervantes’ Sancho Panza with shared characteristics depicted in her name and role. 
Princess Di also shares the same initial with Don Quixote’s love Dulcinea.  
112 In his article “Leaping New Media in a Single Bound: The Quixotic Would-Be 
Superhero in Contemporary Graphic Fiction and Film,” Christopher Weimer discusses 
the resemblances of the superheroes of the contemporary American society and Don 
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for wrongs to right. He finds a companion, Sandra, whom he calls Wonder Woman, and 
together in an old car the two friends begin their adventurous journey. The adventures the 
two characters undergo are mainly based on the well-known episodes and concepts 
derived from Don Quixote, such as the episode of the prisoners, finding the helmet of 
Mambrino, trying out the magical balsam Fierabrás, the burning of the books that the 
protagonist possesses, meeting with the damsels, among numerous other events.113 While 
the story of Mitchell is mainly an adaptation of Cervantes, it does not fail to present and 
criticize the problems of the twenty-first-century North America. The two protagonists 
who travel around Canada and the United States are witnesses of the issues in the modern 
world: corruption, entertainment, bad education and their affect on the society. Moreover, 
by merely presenting images that the two protagonists see, Mitchell informs the reader of 
the prevailing reality and makes them question it. At the end of the novel, Donny Coyote 
and Sandra reach Las Vegas. Here, Donny offers himself to be the bodyguard of Ronald 
Reagan. As expected, he is let down, neglected and thrown away. He is rescued back to 
Moose Jaw, where the novel concludes with remarks on Donny Coyote recuperating and 
contemplating on his next journey. He still plans to make the world a better environment 
without injustice or cruelty. 
The protagonist of Donny Coyote is a re-accentuation of Don Quixote since he 
embodies nearly all of the most prominent quixotic traits. As asserted early in the novel, 
“Coyote’s greatest skill . . . was his wild imagination” (Mitchell 4). He acquires his 
                                                                                                                                                 
Quixote. The fact that Donny Coyote strives to embody an image of a superhero, makes 
his character even more quixotic.  
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imagination from his obsessive readings. Similar to Don Quixote, Donny Coyote is 
greatly influenced by the books he reads. Coyote’s car, like Don Quixote’s only means of 
transportation, is hardly functional. People, who see him driving around his old Pinto, ask 
him whether he has gone mad. However, the blinded by fiction Coyote answers that the 
car would help him reach out to people who need help, as he borrowed it from Doc to 
help him “fight injustice and evil” (21). Again, the half broken car insinuates a re-
accentuation of Don Quixote’s old horse, Rocinante.  
Donny Coyote undergoes a significant number of quixotic adventures, most of 
those, as mentioned, being adapted from Don Quixote directly, and his constant 
companion in the roads is Sandra Dollar. The latter is Coyote’s re-accentuated and 
feminized Sancho Panza. Sandra is a loyal friend to Coyote, and although she does not 
always agree with him, and seeks reasons to ensure possible income, she is 
compassionate and devoted to both her master and their quest to do good in the unjust 
world. 
The re-accentuated character, as his precursor, is in love with a woman, and she is 
the only most beautiful woman in the world for him, with the name Princess Di. Like the 
famous Princesa Dulcinea, Princess Di is believed to be immaculate, beautiful and ideal 
for Coyote. However, as much as Coyote loves Princess Di, he shows interest in other 
women, similar to several subtle implications of related cases in Don Quixote.114 In 
                                                                                                                                                 
113 Howard Mancing, in his article “Don Quixote: Coming to America,” gives an 
elaborated list of parallelisms found between Don Quixote and Donny Coyote (411-12). 
114 Although Don Quixote undoubtedly idealizes the image of his love Dulcinea, and 
believes strongly in his imaginary creation, he still shows interest toward other women in 
the novel. Some of the instances where he shows curiosity toward other women appear to 
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Donny Coyote, a woman who captures the attention of Donny is the re-accentuated 
perverse cowgirl Marcella. As opposed to the discreet shepherdess in Cervantes’ novel, 
Marcella is bossy, loud and spoiled. Donny Coyote becomes fond of her but deep inside 
he feels guilty for having Marcella in his thoughts and not his Princess Di. Eventually, 
after Marcella leaves, he gives in, applies Firebrass balm115 on his face and drifts into “a 
blissful sleep, hoping Marcella would appear riding a horse into his dream” (116). 
Although the balm does not have any real effect on him, like his predecessor, Coyote “is 
reported to feel ‘recovered and well’” (Brink 34). Among various other episodes that 
                                                                                                                                                 
be sexual. For example, in the episode where Maritornes sneaks into the room where Don 
Quixote and others are sleeping, the knight insists that she sit next to him and refuses to 
let her go, which creates a big havoc and results in everyone being beaten. Other women 
that catch the attention of Don Quixote are Altisidora and Marcela, the latter suggesting a 
less sexual desire than the rest.  
It is interesting to note that Carroll Johnson believes that Don Quixote also has 
objects of unconfessed love near home. These women are his housekeeper and his niece 
(Madness 79). Because the knight-errant could not possibly have any relations with them, 
he seeks their image in other female characters of the novel (like the image of his niece in 
Marcela) (101). 
115 Note that the Bálsamo de Fierabrás appears to be the balm of Firebrass in Mitchell’s 
novel. Like the Bálsamo of Cervantes, this balm is also magical. As Donny claims: 
“Rawleigh’s Firebrass Balm. You can use it for anything- burns or cough 
syrup, even on snake bites.” . . . / “It’s hard to find. I’m not even sure 
Rawleigh’s make it any more. But one drop fixes anything. They kept a 
big five-gallon can of it at the Orange Home, and when I left, they gave 
me a jarful.” / “Jeeze, whudja do with it?” / “I used it whenever I got the 
flu, or diarrhea, or when I had to cut off a wart. Good for pulled muscles, 
too, when I’m lifting weights. And once I caught my finger in a bike 
sprocket and sliced the tip right off. I picked it up from the ground and ran 
home and rubbed Firebrass balm on it, and stuck it back on and wrapped it 
in a cloth. It healed as good as new. See?” / “Yuk! What a scar.” / “It’s 
magic stuff. If some terrorist blew us up with dynamite, I could stick us 
together again with Firebrass.” / “Better than Krazy Glue, eh?” / “Wish I 
had some now. Doc put mine somewhere for safekeeping. My skin feels 
like it’s still burning up.” / “Quit whining. Remember, a superhero has to 
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insinuate Don Quixote, the encounter of Coyote and Wonder Woman with Gino 
Pasamonte, the enchanted Maritornes, the Princess Micomicona and others stand out. Re-
accentuating most of the prominent characters in Don Quixote and re-contextualizing the 
well-known quixotic episodes, Ken Mitchell accomplishes an excellent adaptation of the 
Spanish novel in the Northern American context of the twenty-first century. The social 
and political criticism is consistently present in this novel, and topics such as illegal 
immigration, popular culture and its advantages and disadvantages, lack of tolerance 
among other modern concerns are implicitly presented to the reader. 
 
4.2 Re-accentuations of Don Quixote and Sancho Panza as a Conjunction 
It is hard to imagine Don Quixote without his squire Sancho. In most cases, when 
one is asked to picture Don Quixote in their mind, they either re-create the episode of the 
windmills or imagine two men on their horse and donkey walking along an open field. In 
book illustrations, general introductory depictions of Don Quixote are usually presented 
featuring both characters together. Not surprisingly, in the Plaza of España in Madrid, the 
monument dedicated to Cervantes highlights the writer looking over Don Quixote and 
Sancho. It is true that the general perception of the Spanish novel marks the unity of the 
two characters. However, it cannot be denied that the image of Don Quixote is functional 
even without his squire.  
In quixotic adaptations, the reader usually encounters a re-accentuated Don 
Quixote. Like in the novels discussed in the previous chapters, the re-accentuated 
                                                                                                                                                 
take pain.” / “Taking pain is different than liking it. It’s better to slather 
ointment than just grin and bear it” (Mitchell 97). 
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protagonist can operate alone, with a friend who plays the role of their counselor, or a 
protagonist who is surrounded by various voices that directly influence the character’s 
development. It is very common, nevertheless, to encounter a re-accentuated Quixote 
with a re-accentuated Sancho Panza. Most of the time the unity of the two is very similar 
to that of the characters of Cervantes. The two re-accentuated characters present a 
conjunction of the simple and the philosophical mind, the rational and the imagination-
driven perception of the world, the well read and the uneducated figure of two friends or 
companions. Don Quixote and Sancho are precursors for Joseph Andrews and Abraham 
Adams (Chapter 1), Don Quixote and Simon (Chapter 2), Dr. Francia and Patiño 
(Chapter 3), and numerous other characters. In some cases, the quixotic features are 
personified in both the re-accentuated figure of Sancho and Quixote, and it becomes hard 
to tell them apart, or insist that one of them represents Sancho and the other Quixote. 
Joseph Andrews and Abraham Adams well describe this dispute of appropriation of 
Quixote’s or Sancho’s characteristics, but they are not the only characters with 
intertwined features from Cervantes’ protagonists of Don Quixote.  
4.2.1 The Adventures of Tom Sawyer and The Adventures of Huckleberry Finn, Mark 
Twain 
Mark Twain, one of the most celebrated American writers,116 publishes a book 
and its sequel in 1876 and 1884. The first one narrates the story of a young teen from 
                                                 
116 Twain has also been referred to as the American Cervantes by Wonham (159). 
170
 
Saint Petersburg,117 named Tom, and the second novel proceeds with the adventures of a 
friend of Tom, named Huckleberry. Both novels enjoy a grandiose success soon and long 
after their publication. The greatest achievement of Twain is that each book can be read 
individually and present an exclusive literary piece. At the same time, the novels are well 
connected in theme, characters, nature of adventures and other concepts.  
The Adventures of Tom Sawyer and The Adventures of Huckleberry Finn each 
present a re-accentuated Quixote. In the first novel, the central hero Tom is the one who 
runs away from home, makes everyone believe that he is dead, and undergoes a number 
of adventures across the river Mississippi, therefore appropriating prominent quixotic 
traits. In the second novel, the same happens to Huck, who runs away from his abusive 
father, then the family who fosters him, frees a slave and goes through a number of 
adventures with him. At one point in each novel, the protagonists undergo their 
adventures alone. This feature resembles Don Quixote, whose first departure from home 
is by himself. Tom commences his adventures by merchandise exchanging the gifts, or 
what he calls “treasures” that his friends give him with Sunday School tickets. Huck, 
after losing his sidekick Jim, has to go through numerous adventures before reuniting 
with Tom and finding Jim again. It happens that the protagonists of their eponymous 
novels are each other’s sidekick at one or another point of each book. In Tom Sawyer, 
Huckleberry is Tom’s friend. After witnessing Dr. Robinson’s murder, the two with 
another friend of theirs run to another island. Tom is the one who decides the future 
                                                 
117 It is believed that the fictional town of St. Petersburg is inspired by a town in Missouri 
called Hannibal, where Mark Twain was born. 
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adventures for his accompanying teenagers.118 Huck, implicitly becomes the re-
accentuated Sancho for Tom. While both boys are adventurous and curious, Huck tends 
to present more of a reserved character than Tom. However, in Huckleberry Finn, it is 
Tom that retires from being the main quixotic character to becoming Huck’s sidekick.119 
The sequel to Tom Sawyer begins with a description of Huck’s unbearable life 
with his abusive father and his “foster home” where he resides with Widow Douglas and 
her sister. The boy is tired of the house invasions of his alcoholic father120 and is also sick 
of the forced Christian education that Widow Douglas persistently imposes on him. 
Realizing that he is unable to endure life in any of those houses, he decides to run away 
                                                 
118 He wants to see his own funeral going back to the town they were from, where 
everyone thinks that Tom is dead. Tom and Huck go hunting for treasures in an 
abandoned house, what they believe to be haunted. Tom persuades Huck to follow him 
into a cave, where he believes they will find treasures. 
119 It is interesting to see that notwithstanding the widely acclaimed quixotism in Tom and 
Huckleberry, Ginés believes that the most quixotic work by Twain is The Gilded Age: A 
Tale of Today. He states that: 
The visionary, irrationally optimistic Colonel Sellers, however, is Mark 
Twain’s best portrayal of aquixotic soul. This is highly ironic, considering 
that Sellers, alone among Twain’s aristocrats, tries hard to be in step with 
his time. As Wayne Mixon points out, Sellers has come to represent the 
southerner who embraces the promises of the New South; he embodies 
one of those “flesh-and-blood New South promoters,” who “perceives that 
economic regeneration depends upon sectional reconciliation.” His 
approach to life is “to forget the past, conciliate the South, and proceed 
with the business of making money,” but his inability to match his dreams 
of wealth to his real possibilities makes him a helpless idealist and an 
undisputed failure in practical matters. No undertaking looks too 
formidable to him, and his castles in the air invariably crumble to ruins. 
(24-25) 
120 The fact that Huck has come from an abusive family is seen previously in The 
Adventures of Tom Sawyer as well. Huck believes that his father’s alcoholism and the 
endless fights between him and his mother were the reason of the latter’s death.  
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and take with him Miss Watson’s slave Jim.121 Huck and Jim undergo numerous 
adventures away from home, and a number of those adventures show a direct connection 
with various aspects previously seen in Don Quixote. For example, when Huck and Jim 
are separated after running away from the two thieves contemplating a murder, Jim 
becomes extremely anxious. When they reunite, Huck tricks Jim into believing that it was 
all a dream. The episode reveals the quixotic aspect of imagining and tricking everyone 
else into thinking that his words are based on truth. Don Quixote made everyone believe 
that his vision in the cave of Montesinos was a reality. So he tried to do when he fought 
against giants in his dream, but in reality he was fighting against wine skins at the inn. 
Another quixotic episode to be found in Huckleberry Finn is the encounter of Jim and 
Huck with the duke and the king in Arkansas. It resonates with the encounter of Don 
Quixote and Sancho Panza with the Duke and the Duchess. The duke and the king in 
Huckleberry Finn, however, appear to be swindlers. They trick Huck and Jim into 
thinking that they are from England, and one pretends to speak with an English accent, 
while the other one pretends to be deaf and mute. They trick the boys because the latter 
two are naive and believe in all they say and do. The duke and the king do so to entertain 
themselves. In Don Quixote, the situation is similar. Although the Duke and the Duchess 
do not lie about their social status, they do organize a series of tricks and lies to entertain 
themselves with Quixote and Sancho. In the case of Don Quixote, the author “exposes the 
cruelty, idleness, and injustice of a present-day high nobility that appears to have given 
                                                 
121 Miss Watson is Widow Douglas’ sister, whom Huck detests. Jim had run away from 
his owners as well. He had overheard that Miss Watson was planning to sell him, what he 
assumed to be an even more brutal future, and decided to avoid it by any means. 
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up its martial and chivalric past and become an indolent courtier class” (Quint 131). And 
for Mark Twain, the king and the duke serve only a satiric purpose. 
Jim, for a significant part of Huckleberry Finn, plays the role of his Sancho Panza. 
However, Tom becomes Huck’s companion when Huck frees Jim and lets him go once 
and for all. Tom and Huck exchange their roles established in Tom Sawyer, and now it is 
Huck who plays the role of a re-accentuated Don Quixote, and Tom takes the role of the 
re-accentuated Sancho. Their adventures now are based on finding Jim again and end 
when Huck returns home. Huck finds that his father and Miss Watson have passed away, 
and he ends his story at the house of Douglas, stating his future plans about fleeing west. 
Despite the fact that Tom and Huck are each other’s Don Quixote and Sancho 
Panza, the characters reveal various other quixotic traits. Tom has a Dulcinea, with the 
name of Becky Thatcher. Their romance ends soon after she discovers Tom’s affair with 
Amy, but the two continue their friendship and she accompanies Tom in a series of quests. 
Tom is also an enthusiastic reader of novels.122 While Huck mainly reveals Sancho’s 
                                                 
122 According to Ginés: 
Tom Sawyer and Don Quixote diverge only when faced with the 
dichotomy between literature and life. Don Quixote chooses the first, and 
by that choice, by excluding himself from the hazardous process of living, 
he is defeated from the very outset of his journey. He encounters defeat in 
every corner of his exuberant imagination. Tom Sawyer, on the other 
hand, avoids quixotic disillusionment because he has a firm grasp on 
reality. Tom does not renounce what gives him his greatest delights, 
namely, being the hero of his own story. At the close of The Adventures of 
Tom Sawyer he has fulfilled his dream manifold by finding a treasure, 
becoming a hero in his village,and rescuing a damsel in distress. (27-28) 
Tom reveals that he has also read Don Quixote. In the Adventures of Huckleberry Finn, 
when Huck won’t see elephants and camels, as Tom claims to see, the teenage boy gives 
an explanation that if anyone would have read Don Quixote, no one would ask the 
question of why they can’t see the camels and elephants (Twain 31-32). 
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rationality, Tom reveals Quixote’s imagination. Since Huck is his “blandly unimaginative 
squire,” Tom pursues his fantastic perception of reality driven from books during his 
adventures, pretending to be the hero of the books he has read (Wonham 162). Huck 
presents the image of the righteous when he is Tom’s squire, and Tom breaks his oaths 
various times (Howe 102). While Tom walks into trouble, Huck tries to avoid it. 
Moreover, while Tom reveals more of Quixote’s daring and leading nature, Huck tends to 
give in and second guess his decisions. According to Ginés, Tom presents the alter ego of 
Mark Twain. In his book The Southern Inheritors of Don Quixote, Ginés claims that: 
No American fictional has been more consistently associated with Don 
Quixote than Twain’s preadolescent Tom Sawyer. Yet the relevance of 
quixotic Tom to Twain’s imagination has been on the whole overlooked. 
Most studies center on Twain’s use of the Quixote model as a 
consequence of the writer’s admiration for Cervantes’ novel. But in 
addition to the direct literary influence, Tom Sawyer reflects so many 
aspects of Twain’s own personality that one can hardly fail to see in 
Tom’s quixotic longings, fancies, and aspirations the creative energy that 
went on to shape the writer’s literary imagination. (27) 
The Adventures of Tom Sawyer and The Adventures of Huckleberry Finn 
resemble Bolaño’s novel analyzed below, and the three novels reveal numerous quixotic 
characteristics. The most evident of the features is that the quixotic and panzaic traits are 
distributed unevenly among several characters. For this and other reasons discussed 
above, Twain and Bolaño stand as two of the most unique authors mentioned in this and 
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previous chapters that have managed to distribute well-known traits among characters 
and keep the strong quixotic essence present in their novels.  
 
4.2.2 The Savage Detectives, Roberto Bolaño 
The Chilean writer Roberto Bolaño, whose works are celebrated for their 
brilliance and polyphony, writes his Detectives salvajes, “widely acclaimed as the 
exemplary text of the post-boom era” in 1998, which then is translated into English in 
2007 (Arancibia 210). The novel relates the story of young poets who become part of 
visceral realists, and spans the far-reaching boundaries of various geographic locations 
for a long period. The structure of the novel is non-conventional. It is divided into three 
parts, the first and the third of which are told by one of the members of the visceral 
realists, Juan García Madero. His narration encompasses the time period of the years 
1975-1976, and relates his story of joining the mysterious group of poets, trying to find 
their mission and the core of the group, then his quest finding the mother founder of the 
group of poets. About forty characters narrate the second and the largest part of the novel, 
and the chronology of narration is incoherent. Each of the narrating characters has a 
familiar, friendly or romantic connection with one or more characters of the novel. For 
narrative reasons and others, “Cervantes’ masterpiece serves Bolaño as pretext and 
subtext. The entire book is episodic, alternating between discussions of literature, 
misadventures, and stories within stories” (Stavans, Critic’s 138). The heteroglot 
narration creates a polyphony of the narrative voices, thus making it somewhat difficult 
to distinguish between primary and secondary characters. Although García Madero’s 
voice is the most persisting one, Ulises Lima and Arturo Belano are the characters who 
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are accountable for most of the occurrences in the novel. Lima and Belano, being the 
founders of the visceral realist poets’ society, are usually found together reciting poems, 
traveling, spending time with poet friends, and writing poems. Both of them are 
exceptionally literate, given that they already specialize in literature. Ulises and Arturo 
share a mutual interest in reading books, especially poetry, and discussing them. Because 
both characters expose a deep interest and understanding of literature, and are passionate 
readers, they are comparable to the quixotic trait of the reader. Both of them have their 
dreams, and some of them are mutual. They realized their dream of founding a group of 
poets, visceral realists, in Mexico, and throughout the book they wish to find the very 
Mother of the poetic movement of visceral realism, Cesárea Tinajero. At the end of the 
novel, they are able to find Cesárea. However, they lose her right away since she is killed 
in the fight that occurs between Alberto and his gang and the group of the poets Arturo, 
Ulises, Juan García and Lupe.123 The adventures of the two protagonists are partly 
experienced with their friend Juan García, a member of the poets’ group and the narrator 
of part I and III, and his girlfriend of the time, Lupe. The four undergo a number of 
adventures on their way to find Cesárea, meanwhile also avoiding and escaping Alberto, 
who was Lupe’s pimp, and his gang. Beside the adventures that the characters have 
during their search for the Mother of visceral realism, Arturo and Ulises travel, and 
undergo their life adventures separately. As presented by various narrators in the second 
                                                 
123 It is interesting to note that in the entire novel the figure of the mother is mostly 
omniscient. And in general, the parents of the teenage poets and other characters of the 
novel are either absent, dead or have lost their mind (for example, the figure of Quim). 
According to Areco, this empty space in the lives of the young poets is the central point 
for each failure that the characters undergo, and what is especially reflected at the end of 
the novel (220). A similar case can be observed in Tom Sawyer and Huckleberry Finn. 
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part of the novel the two quixotic characters are found in Europe, traveling, meeting new 
literary personnel and leading a bohemian lifestyle. While Belano works as a war 
journalist in Angola, Liberia and Rwanda, Lima serves a sentence in Israel, and while 
Belano finds himself at a book festival in Madrid, in the middle of writers bragging about 
their work, Lima and his neo-Nazi spy friend travel in Israel. Both Arturo and Ulises fall 
in and out of love. They represent bohemia and therefore hardly ever become attached to 
a re-accentuated Dulcinea.  
It is clear that the two characters combined make a re-accentuated Quixote, 
however both of them represent the image of a re-accentuated Sancho as well. Arturo and 
Ulises are each other’s Quixote and each other’s Sancho. Although Belano is more 
extroverted than Lima, he is there for his friend for advice and support. Moreover, 
although each of them spends a significant amount of time travelling and working 
individually, they reunite at the end of the novel and bring their mission to its end.  
Since the book can be interpreted in different ways, due to the plurality of voices, 
it is interesting to see what Bolaño himself tried to depict in his work:  
 So The Savage Detectives is more or less forgotten. I can only venture a 
few thoughts about it. On the one hand I think I see it as a response, one of 
many, to Huckleberry Finn; the Mississippi of The Savage Detectives is 
the flow of voices in the second part of the novel. It’s also the more or less 
faithful transcription of a segment of the life of the Mexican poet Mario 
Santiago, whose friend I was lucky enough to be. In this sense the novel 
tries to reflect a kind of generational defeat and also the happiness of a 
generation, a happiness that at times delineated courage and the limits of 
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courage. To say that I’m permanently indebted to the work of Borges and 
Cortázar is obvious. I believe there are as many ways to read my novel as 
there are voices in it. It can be read as a deathbed lament. It can also be 
read as a game. (Bolaño, Between 353) 
It is noteworthy that Bolaño compares his Savage Detectives to Twain’s 
Huckleberry Finn. Perhaps Bolaño sees this resemblance in the two novels since the 
protagonists are teenage boys trying to find their place in a mature world. However, if the 
age similarities were ignored, then The Savage Detectives can be claimed to be based on 
Don Quixote. It is widely accepted that Huckleberry Finn is a quixotic novel, where Huck 
is a representation of a re-contextualized Quixote. Deriving from the simple mathematic 
law, then, The Savage Detectives is imitating Don Quixote as well. Bolaño’s protagonists, 
similar to the ones of Cervantes, are crusaders for changing the world (Soto and Matías 
45). They persist in achieving their goals and follow their dreams. Both novels represent 
the real history of the time, and both are representations of their generations (45). The 
Latin American writer himself124 claims that it is almost impossible to write a novel and 
not have any impact from Cervantes. In one of his interviews he says: “I think all writers 
who write in Spanish have or should have a Cervantean influence. We are all indebted to 
Cervantes, in large or small part, but we are all indebted” (Álvarez 86). Bolaño, in 
general, saw Quixote as a universal work, and anyone who achieved a writing style and 
structure like Cervantes imparted as a successful writer. For him  
                                                 
124 In one of his interviews Bolaño was asked if he was Chilean, Spanish, or Mexican. 
His answer was: “I’m Latin American” (Bolaño, Between 357). 
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a work like Don Quijote can resist even the worst translator. As a matter 
of fact, it can resist mutilation, the loss of numerous pages and even a shit 
storm. Thus, with everything against it—bad translation, incomplete and 
ruined—any version of Quijote would still have very much to say to a 
Chinese or an African reader. And that is literature. We may lose a lot 
along the way. Without a doubt. But perhaps that was its destiny. Come 
what may. (Soto and Matías 50) 
It is true that Cervantes has influenced Bolaño greatly, and perhaps his Savage 
Detectives is an attempt to bring another brilliant quixotic fiction into the literary 
mountain of books imitating Cervantes.125 
The four novels analyzed in this chapter present various possibilities for quixotic 
relationships. While some re-accentuated and parodic novels incorporate all the 
prominent characters of Don Quixote in their texts, others prefer to limit the number of 
re-accentuated characters, thus avoiding pure parodic representation of Cervantes’ novel. 
Also, in such works as The Savage Detectives, Tom Sawyer and Huck Finn, characters 
interchange their protagonism, and take the roles of both primary and secondary 
characters at one point or another. Such mixture of quixotic characteristics creates more 
pluralistic and polyphonic interpretations and imitations of Don Quixote. 
                                                 
125 Bolaño was asked to name five books that have marked his life. Don Quixote, of 
course, was on the top of his list, followed by Moby Dick, a quixotic novel with brilliant 
re-accentuations of Quixote and Sancho (Maristain 118). 
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CONCLUSION 
There is a common saying in Spain that  
Cervantes and Columbus resemble each other in that  
both died without clearly perceiving  
the importance of their discoveries. 
~ Carlos Fuentes, Don Quixote, or The Critique of Reading 
 
The significant impact that Don Quixote has had on the dynamics of the Western 
World is undeniable. The works where Don Quixote revives with a new identity suggest 
various pretexts of why this character continuously demonstrates a trend of re-
accentuation. In eighteenth and nineteenth-century Europe, for example, Don Quixote has 
been assigned the role of a reader female character. The re-accentuated feminized 
Quixote in the works of Lennox, Austen and Flaubert serves as a warning against reading. 
It is interesting to see how these three writers demonstrate a possible solution for 
eccentric female characters. For example, in the case of Madame Bovary, the reader who 
deeply empathizes with the heroine, finds a ray of hope for her happiness when she finds 
a man who shows love toward her, and whose affection is reciprocated. However much 
Flaubert would seem to support the vagaries of a woman in pursuit of happiness, it is still 
the society that decides her fate. Madame Bovary, unable to live with her moral and 
monetary destruction, finds no other choice but to take her own life. After contemplating 
various scenarios, where she would have to face her husband, the society and the 
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dogmatic institutionalized concept of the family, she decides to save her and her husband 
from humiliation.  
Similarly, Arabella’s and Catherine’s fate is determined by their sanity. A woman 
who has a vivid imagination, who gives in to her irrational emotions and who strongly 
believes in the ideas born in her own mind, has no special place in the society. And to 
have a place in the society, the woman has to comply with her naturally designated role: 
be a good wife and a good mother. For this reason, the female protagonists of Lennox’s 
and Austen’s novels have to be converted into a lady that does not define their natural 
self. We see from the beginning of the novel of Austen, that Catherine is taught to behave 
like a stereotypical lady. She has to comply with the requirements of her time, and has to 
attend balls and be courted by men. This is not something that was naturally instilled in 
her. However, after finding a man who she falls in love with, her role as a lady seems to 
have been fulfilled, until the moment she exhibits her bright imagination influenced by 
gothic novels. Both Catherine and Arabella, whose actions are defined by the books they 
read, have to come to their senses to carry out their role of a woman and be married to a 
man. Only marriage and domestication defines the success of a lady, and therefore the 
books, education, bright imagination, impulsiveness, and intrigue are none of the 
qualities that a man seeks in a virtuous woman. As Gordon points out:  
The “reality” to which cured female Quixotes return involves courtship, 
marriage, and a productive domestic life: orthodox Quixote narratives treat 
courtship and marriage as the trajectory that all young women would 
follow naturally had their weak imagination, enthralled by fictions, not 
embraced mistaken expectations and (mis)perceived world. This account 
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of female Quixote narratives differs from most recent readings of this 
genre that depicts the practice of quixotism as a strategy that enables 
young women to voice their resistance to eighteenth-century patriarchy. 
(38) 
If Cervantes’ Don Quixote failed to accomplish all of his imaginary quests 
because of his physical state, he was still able to convince various characters that he was 
the knight of la Mancha. Don Quixote perseveres in bringing his new identity into light, 
yearns for acceptance, and he succeeds. However, neither of the three women discussed 
above, nor others like Anna (Chapter 1, Anna Karenina), Lolita (Chapter 2, Lolita), Don 
Quixote (Chapter 2, Don Quixote), Pomposa (Chapter 3, Quijotita y su prima), or Otilia 
(Chapter 3, Las travesuras) achieve any recognition, compassion or understanding by the 
society. All of these female characters die, disappear or get married at the end of their 
respective novels. It seems like the re-accentuated feminized image of Don Quixote 
serves to show the only three possible solutions a non-stereotypical and unconventional 
woman can find being a part of a patriarchal society.126  
It is also interesting to see how various authors have elevated the quixotic trait of 
the lover in their protagonists. The re-accentuated Quixotes discussed in the above 
chapters very often present love as obsession and idealization, a trait comparable to Don 
Quixote of Cervantes. As known to all readers, Don Quixote never encounters his love 
                                                 
126 The unsuccessful outcome of the re-accentuated protagonists are similar to Don 
Quixote’s failure. As Ortega y Gasset has noted: “All sorrow springs from the hero’s 
refusal to give up an ideal part, an imaginary role which he has chosen” (154). Similarly, 
all other re-accentuated characters refuse to give up on their ideals, and have to face 
undesirable consequences.  
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tête-à-tête in the novel. He simply chooses a peasant woman whom he knows, gives her 
the name Dulcinea to comply with the expectations of knight errantry described in 
chivalric novels. The reader then learns that Dulcinea is not at all what Don Quixote 
pictures her to be. It is Sancho’s words that give a more realistic image of Aldonza 
Lorenzo, the peasant woman who is rather aversive than appealing in his descriptions. 
Parallel to Don Quixote’s idealized image of Dulcinea stand the characters of Daisy, 
perfected in the mind of Jay Gatsby (Chapter 2, Great Gatsby); Otilia, romanticized by 
Ricardo Somocurcio (Chapter 3, Las travesuras); various female characters like Rebeca, 
Remedios and others held as flawless exemplars of women in the minds of several 
characters in Cien años (Chapter 3).  
Re-accentuated Quixotes in the West also depict the deep obsession with their 
respective quests. For example, Hermann Mellvile’s protagonist Captain Ahab (Chapter 2, 
Moby Dick) is looking for the white whale so obsessively that he is ready to endanger the 
lives of his own crew during his quest. In a similar manner, Daniel Quinn (Chapter 2, 
City of Glass) drowned into a self-oblivious quest, does not perceive any indications that 
clearly lead him to a dead end in his quest. Both Jay Gatsby (Chapter 2, Great Gatsby) 
and Humbert Humbert (Chapter 2, Lolita) are obsessed by the image of the woman they 
selflessly love. It is interesting to see that most of quixotic quests that re-accentuated 
protagonists undertake end up either in protagonists’ failure, death or coming to senses. 
This type of conclusion is a clear derivative of Don Quixote. What does Don Quixote’s 
story look like. As John J. Allen points out: “Within the novel, it is Don Quixote’s 
undisciplined egocentricity, and Part II is the story of his recovery” (Hero 201). Each and 
every re-accentuated character mentioned above goes through a similar path beginning 
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with self-negation and ignorance toward the surrounding environment followed by self-
realization and self-recovery. 
The images of Arabella, Catherine, Emma, Prince Myshkin, Anna, Jay, Ahab, 
Humbert, Don Quixote, Daniel, Pomposa, Ricardo, all Buendías, Dr. Francia, and 
innumerable others are vivid examples of various transformations that Don Quixote 
undergoes. These illustrations and other quixotic works prove once again that “ Don 
Quixote is the archetypal novel that seems to encompass the range of what would be 
written afterward” (Alter, Partial 29). Quixotic novels demonstrate a continuous attempt 
to revive the “theory” introduced by Cervantes, and quixotic characters elevate the 
Cervantine “practice” (Bayliss 167). The terms “theory” and “practice” coined by Bayliss 
are meant to describe what Don Quixote “theory” and Don Quixote “practice” have 
brought to academic, cultural and literary world (167).  
So, why do we keep reading and re-reading Don Quixote? Number one obvious 
answer is because there are innumerable narrative layers that this novel unveils, that it is 
impossible to gain a full understanding of the novel after a first amateur reading 
experience. Armstrong states that interpreters return to a work because “they have not yet 
exhausted its capacity to be understood in new and perhaps unexpected ways” (21). Don 
Quixote falls into the category of such novels that keep being discovered and 
rediscovered in a variety of manners, opening numerous possibilities for new 
interpretations, criticism and analyses. The “theory” and the “practice” of the novel have 
been ongoing for over four hundred years, and will continue doing so as readers read, 
authors cite, and writers re-accentuate every valuable piece of Don Quixote.  
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APPENDIX. SELECT QUIXOTIC NOVELS 
1. Continuation of the History of the Admirable Don Quixote of La Mancha, 
Robert Challe, 1711  
2. The Adventures of Sir Launcelot Greaves, Tobias Smollett, 1760-1762 
3. Fizigigg, or the Modern Quixote, Richard Graves, 1763 
4. Vida y empresas literarias del ingeniosísimo caballero don Quijote de la 
Manchuela, Cristóbal Anzarena, 1767  
5. The Fool of Quality; or, The History of Henry Earl of Moreland, Henry Brooke, 
1765-1770 
6. Spiritual Quixote, or The Summer’s Ramble of Mr. Geoffrey Wildgoose: A 
Comic Romance, Richard Graves, 1773 
7. Adiciones á la historia del ingenioso hidalgo Don Quijote de la Mancha, en que 
se prosiguen los sucesos ocurridos a su escudero el famoso Sancho Panza, 
escritas en arábigo por Cide-Hamete Benengeli, y traducidas al castellano con 
las memorias de la vida de este por don Jacinto María Delgado, Jacinto María 
Delgado, 1786 
8. The Philosophical Quixote; or, Memories of David Wilkins, Jane Purbeck, 1782 
9. The Country Quixote, Jane Purbeck, 1785 
10. The Amicable Quixote; or, The Enthusiasm of Friendship, Jane Purbeck, 1788 
11. William Thornborough, the Benevolent Quixote, Jane Purbeck, 1791 
12. Female Quixotism, Exhibited in the Romantic Opinions and Extravagant 
Adventures of Dorcasina Sheldon, Tabitha Gilman Tenney, 1801  
13. The Infernal Quixote, Charles Lucas, 1801 
14. The Heroine, or Adventures of Cherubina, Eaton Stannard Barrett, 1809 
15. Waverly, Sir Walter Scott, 1814  
16. Modern Chivalry: Containing the Adventures of Captain John Farrago and 
Teague O’Regan, His Servant , Hugh Henry Brackenridge, 1792-1815  
17. Sancho, or, the Proverbialist, John William Cunningham, 1816 
18. The Political Quixote, or, The Adventures of the Renowned Don Blackibo 
Dwarfino, and His Trusty “Squire,” Seditonio, George Buxton, 1820  
19. El Quijote del siglo XVIII, o Historia de la vida y hechos, aventuras y fazañas 
de Mr. Le-Grand, héroe filósofo moderno, caballero andante, prevaricador y 
reformador de todo el género humano: obra escrita en beneficio de la 
humanidad y aplicada al siglo XIX, Juan Francisco Siñeriz, 1836 
20. Cousin Pons, Honoré de Balzac, 1847 
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21. The Mill on the Floss, George Eliot, 1860 
22. El Quijote de los siglos, Enrique Ceballos Quintana, 1876 
23. The Brief Travels of Benjamin the Third, Sholem Yankev Abramovitsh, 1878 
24. La desheredada, Benito Pérez Galdós, 1881 
25. El amigo Manso, Benito Pérez Galdós, 1882 
26. Marta y María, Armando Palacio Valdés, 1883 
27. A Modern Quixote, or, My Wife’s Fool of a Husband, August Berkeley, 1884 
28. La regenta, Leopoldo Alas Clarín, 1884-1885 
29. Semblanzas caballerescas, o Las nuevas aventuras de Don Quijote de la 
Mancha, Luis Otero y Pimentel, 1886 
30. Fortunata y Jacinta, Benito Pérez Galdós, 1887 
31. The Doll, Boleslaw Prus, 1890  
32. Donna Quixote, Justin McCarthy, 1890 
33. The New Don Quixote: A Continuation of Cervantes’s Faithful Relation of the 
Most Marvelous Adventures of the Gallant Knight and His Faithful Squire, 
Harry B. Smith, 1892 
34. Capítulos que se le olvidaron a Cervantes, Juan Montalvo, 1895 
35. Nazarín, Benito Pérez Galdós, 1895 
36. Misericordia, Benito Pérez Galdós, 1897 
37. The Awakening, Kate Chopin, 1899  
38. Resurrection, Leo Tolstoy, 1899 
39. La nueva salida del valeroso caballero Don Quijote de la Mancha: Tercera 
parte de la obra de Cervates, Antonio Ledesma Hernández, 1905 
40. A Quixotic Woman, Isobel Fitzroy, 1905 
41. La resurrección de Don Quijote, Padre Valbuena, 1905  
42. Tiempos y tiempos: Ensueño con motivo del Don Quijote de la Mancha, 
Eduardo León y Ortiz, 1905 
43. Niebla, Miguel de Unamuno, 1907 
44. Casta de hidalgos, Ricardo León y Román, 1908 
45. La postrera salida de Don Quijote, Luis Antón del Olmet, 1910 
46. El árbol de la ciencia, Pio Barroja, 1911 
47. Don Quijote en América, Mariano Sánchez de Enciso, 1913 
48. Main Street, Lewis Sinclair, 1920  
49. El sueño de Alonso Quijano, Horacio Maldonado, 1920 
50. Belarmino y Apolonio, Pérez de Ayala, 1921 
51. The Don Quixote of America, Charles Hemstreet, 1921 
52. El hermano asno, Eduardo Barrios, 1922 
53. Babbit, Lewis Sinclair, 1922  
54. The Counterfeiters, Gide André, 1926  
55. La corte de los milagros, Ramón María del Valle-Inclán, 1927  
56. Don Coyote, Whitman Chambers, 1927  
57. Steppenwolf, Hermann Hesse, 1927 
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58. The Return of Don Quixote, G. K. Chesterton, 1927 
59. Don Quijote de Vivar, Eusebio de Gorbea Lemmi, 1928 
60. John Quixote, Charles Elbert Scoggins, 1929 
61. Tirano Banderas, Ramón del Valle-Inclán, 1929 
62. Sancho, Jean Camp, 1933  
63. Herencia del Quijote; novela peruana, José Félix de la Puente, 1935  
64. Don Quijote de Hollywood, Luis Felipe Rodríguez, 1936  
65. The Posthumous Papers of the Pickwick Club, Charles Dickens, 1836-1937 
66. Aventuras de Don Quijote de la Mancha en Managua, Gustavo Alemán 
Bolaños, 1940 
67. Primer libro de Sendas de Olvido o Don Quijote en tierras leridanas , J. Salat 
Fornells, 1944 
68. Adventures of Augie March, Saul Bellow, 1953 
69. Andanzas de Don Quijote y Fierro, Vidal Ferreyra Videla, 1953 
70. Los pasos perdidos, Alejo Carpentier, 1953 
71. Don Quijote en Yanquilandia, Kenneth Graham, 1955 
72. The Clown, Alfred Kern, 1957 
73. The Comforters, Muriel Spark, 1957 
74. Don Quixote, U.S.A., Richard Powell, 1966 
75. The Master and Margarita, Mikhail Bulgakov, 1966  
76. Don Quixote in Cologne, Paul Schallück, 1967 
77. Teresa Panza en Buenos Aires, Cairoli Irma, 1967  
78. The French Lieutenant’s Woman, John Fowles, 1969  
79. El pastor Quijótiz, José Camón Aznar, 1969 
80. Always the Black Knight, Lee Hoffman, 1970  
81. La última salida de Don Quijote, Armando Chávez Camacho, 1970 
82. La vida golfa de Don Quijote y Sancho, Pedro Perdomo Azopardo, 1975 
83. Los nietos de Sancho Panza, Andrés Herfiel, 1978 
84. The History of Sir George Warrington; or, The Political Quixote, Charles 
Lucas, 1979 
85. La vuelta de Don Quijote, Torcuato Miguel, 1979 
86. A Confederacy of Dunces, John Kennedy Toole, 1980 
87. The Duchess’s Diary, Robin Chapman, 1980 
88. La casa de los espíritus, Isabel Allende, 1982 
89. La danza inmóvil, Manuel Scorza, 1983 
90. Don Quixote Rides Again, or the Truth of the Story as Told by Sancho Panza, 
Earl Mathew Swan, 1983  
91. La hija de King Kong, Fernando Arrabal, 1988 
92. Dulcinea encantada, Angelina Muñiz-Huberman, 1992 
93. El yelmo de Mambrino, Juan Miguel de Mora, 1993  
94. El comedido hidalgo, Juan Eslava Galán, 1994 
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95. Don Quixote in Exile, Peter Furst, 1996 
96. La amante de Don Quijote, Alejandro de la Encina, 1997 
97. The Quixote Cult, Genaro González, 1998 
98. El regreso de Don Quijote y Sancho, María del Pilar Sierra Sánchez, 1998 
99. The True and Outstanding Adventures of the Hunt Sisters, Elisabeth Robinson, 
2004 
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Purdue University, West Lafayette, IN      
Ph.D., Spanish Literature     August 2015    
Dissertation: Homecoming Festivals: The Re-accentuated  
Image of Don Quixote in Western Novel 
Advisor: Howard Mancing 
 
 M.A., Spanish Literature     May 2010 
      
Yerevan State Linguistic University, Yerevan, Armenia    
B.A. (honors), Pedagogy, English and Spanish Philology May 2008 
Thesis: The Grammatical Category of Aspect:  
Meaning and Use 
Advisor: Anna Gasparyan 
 
Berea College, Berea, KY        
Certificate Program, International Relations   May 2007 
 
TEACHING EXPERIENCE  
 
Teaching Assistant, Purdue University, West Lafayette, IN   
 
Advanced Language and Culture- I (Spanish 401)   Fall 2013, Spring 
Prepared course materials, wrote and graded exams,  2014 
compositions, presentations. Enhanced cultural  
apprehension; taught language, history, art and literature  
of Hispanic cultures. Course evaluations available.  
 
Advanced Language and Literature - I (Spanish 301)  Spring 2012, Summer 
         2014 
Advanced Language and Literature - II (Spanish 302)  Fall 2012, 2013 
Developed lesson plans for each class. Helped students  
achieve a thorough understanding of grammatical structures. 
Assessed students’ abilities via exams, essays, presentations  
and video reviews. Taught grammar, culture and literature.
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Introduction to Hispanic Literature (Spanish 241)   Fall 2012, Spring 2013 
Prepared course materials, designed online course content  
including gradebook, discussion groups, and  
posted assignments online. Taught literature focusing on  
four literary genres: short story, poetry, drama and essay. 
Course evaluations available. 
 
Intermediate Language and Culture - I (Spanish 201)  Fall 2008 
Intermediate Language and Culture - II (Spanish 202)  Spring 2009, Fall  
Developed lesson plans for each class. Helped students 2009, Spring 2010 
enhance their communication skills and public  
speaking abilities. Graded exams and compositions. 
 
Introductory Language - II (Spanish 102)    Fall 2010, Spring 2011 
Prepared course materials, assessed students’ homework,  
exams, portfolios (consisting of biographical essays and other  





Introduction to Hispanic Literature (Spanish 241)  
Advanced Language and Culture- I (Spanish 401) 
 Designed the course syllabus, prepared all course materials 
 including lesson plans, exams, essay questions, homework,  
 video assignments, as well as created an online platform  
 (Blackboard) to help students access course materials online,  




Love in World Literature:       Spring 2015 
O’Henry, “The Gift of the Magi” (English 267) 
Spanish Drama: Fuenteovejuna, La vida es sueño,   Spring 2012, Fall 2014  
El sí de las niñas, Romanticismo  
Hispanic Literature: Poetry and Drama (Spanish 341)  
 
Quixotic Novels, and Don Quixote in Film    Spring 2011 
Don Quixote (Spanish 542) 
 
Teaching Assistant, Universidad Nebrija, Madrid, Spain  Summer 2013  
         
Advanced Language and Literature - II (Spanish 302) 
Shared responsibilities with Program Director from Purdue,  
which included developing lesson plans for each class, helping  
students reach a thorough understanding of grammatical structures,  







The Art of el Prado (Spanish 498) 
Visited el Prado with students and helped the professor from  
Nebrija teach the course, also graded exams, essays and assessed  
students’ public speaking abilities.   
    
Spanish Culture and Civilization (Spanish 498) 
Helped the professor from Nebrija teach the course, assisted students 








“Duvakin's Oral History and Bakhtin in His Own Voice.”  2014 
 CLCWeb: Comparative Literature and Culture 16.1 (2014): 
  <http://dx.doi.org/10.7771/1481-4374.2288> Acceptance  




“Review of Spectacle and Topophilia: Reading Early Modern  2013 
 and Postmodern Hispanic Cultures.”  
For Iberoamericana, XIII, 49 (2013): 204-06. 
 
Work in Progress 
 
“Sancho re-acentuado y su teoría de mente”. Céfiro. Under review. 
  
“Feminized Re-accentuations of Quixote in Europe:  
 Author's Theory of Mind in Concordance with Social Belief.” 
 
“Author and Hero in City of Glass and Don Quixote.” 
  
National Conference Presentations (refereed) 
 
“Sancho re-acentuado y su teoría de mente”.    October 9, 2014 
Mid-America Conference on Hispanic Literature,  
University of Wisconsin, Madison, WI. 
 
“Bakhtin and Quixotic Novels.” Kentucky Foreign   April 10, 2014 
 Language Conference, University of Kentucky,  
 Lexington, KY. 
 
“Cervantes and the Polyphonic Novel.” Diálogos,    February 23, 2013 
Graduate Student Advisor Committee of the Department of  
Spanish and Portuguese, Indiana University, Bloomington, IN. 
 
“Flamenco and Cognition: An Analysis of Saeta Performances.”  November 3, 2012 
Theatrical Histories, American Society for  





“La imagen de Don Quijote, su percepción y re-acentuación.”  March 22, 2012 
18th Annual Carolina Conference on Romance Literatures,  
University of North Carolina, Chapel Hill, NC. 
 
“Proverbs as Borrowed Parts of a Language: Analysis of   March 3, 2012 
 Proverbs in Don Quixote.” Global Perspectives on  
 Linguistic Studies, School of Languages and Cultures,  
 Purdue University, West Lafayette, IN. 
 
“Education System in Croatia: Problems and Proposals.”  January 3, 2007 
Model United Nation Conference, International Research  
and Exchange Board, USA. Washington DC.  
 
International Conference Presentation (refereed) 
 
“Europe Welcomes Don Quixote.” Interdisciplinary Conference, June 27, 2012 
Association of History, Literature, Science and  




“Bakhtin and the Art of Re-accentuation.” Bakhtin Symposium, October 24, 2014 
  Marshall University, Huntington, WV. 
 
“Cognition in 17th Century Literature: Lope de Vega's and   April 7, 2014 
 Miguel de Cervantes' Mindblind Mindreaders.”  
 Symposium on Theory of Mind, Purdue University,  




Co-organizer: “Voices and Context: Mikhail Bakhtin   April 10, 2014 
 and Spanish Literature.” Kentucky Foreign Language  
 Conference, University of Kentucky, Lexington, KY. 
 
 “Novelty and Nobility: Studies of Characters and Techniques February 23, 2013 





Co-organizer: “Humanities and Social Change: How Literature  March 1-2, 2013 
Impacts Class, Gender and Identity.” Keynote speaker: 
Raúl Coronado, University of Chicago. 
 
ENGAGEMENT AND SERVICE 
 
Purdue University, West Lafayette, IN       
  
 
Member, Recruitment Committee     2014-2015 
 Met with parents and incoming freshmen and  
 discussed the advantages of acquiring a major or 
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 a minor in a foreign language, answered their questions 
 and provided information about the department and 
 the language classes we offer.   
Member, Medieval and Renaissance Studies Group   2014-present 
Member, Comitatus Reading and Research Group   2014-present 
Member, Graduate Student Social Committee   2013-2014 
 Helped organize social events for graduate 
 students of School of Languages and Cultures. 
Member, Cognitive Studies Reading and Research Group   2012-present 
Author and Editor, Graduate Student Newsletter    2011-2015 
 Wrote and proofread articles for the School of 
 Languages and Cultures Newsletter Lingua Franca. 
Workshop Organizer, Graduate Student Committee   2010-2014 
 Helped organize professionalization workshops for 
 graduate students of School of Languages and Cultures. 
Abstract Reviewer, Graduate Symposium Committee   2010-2012 
 Reviewed and evaluated abstracts for the annual 
 graduate symposium organized by the Graduate  
 Symposium Committee of the School of Languages 
 and Cultures.  
 
AWARDS, GRANTS AND SCHOLARSHIPS  
 
Modern Language Association Travel Grant ($400)  Fall 2014 
 Modern Language Association Travel Grant Program 
 MLA, New York, NY 
 
Graduate Student Travel Grant ($500)    Fall 2014 
 School of Languages and Cultures 
 Purdue University, West Lafayette, IN 
 
Office of the Vice President for Research Grant ($16,400) Fall 2014 
 Purdue University, West Lafayette, IN 
 
Outstanding Teaching Assistant ($500)    Spring 2014 
 School of Languages and Cultures 
 Purdue University, West Lafayette, IN 
 
Graduate Student Travel Grant ($300)    Spring 2012, Spring  
 School of Languages and Cultures    2014 
 Purdue University, West Lafayette, IN  
 
Graduate Assistant, Resident Instructor    Summer 2013  
Purdue Study Abroad in Madrid  
Purdue University, West Lafayette, IN 
University of Nebrija, Madrid, Spain 
 
Purdue Research Foundation Summer Research Grant ($3,000) Summer 2013 




Excellence in Teaching Award     Spring 2013 
 School of Languages and Cultures 
Purdue University, West Lafayette, IN 
 
 
Outstanding Academic Performance Scholarship (80% of tuition) Spring 2007- 
 Yerevan State Linguistics University       Spring 2008  
 Yerevan, Armenia        
 
Eurasian Undergraduate Exchange Program Fellowship ($21,000) Fall2006-Spring  
Department of State, USA            2007 
  
PROFESSIONAL DEVELOPMENT  
 
Film in the L2 Classroom (SPAN 596)    Summer 2014 
 Studied different ways of incorporating film in a 
 foreign language classroom. Developed a teaching  
 dossier full of activities dealing with film.  
 
Preparing Future Faculty (GRAD 590)    Spring 2013 
 Explored faculty roles, responsibilities, and development  
opportunities at different types of higher education institutions.  
Began working on the transition from a graduate student to  
assistant professor. 
 
Graduate Teaching Certificate      Spring 2013  
 Participated in a series of teaching workshops focused on  
improving college teaching skills. Developed teaching  
portfolio, received student and professional evaluations. 
Sponsored by the Center for Instructional Excellence. 
Purdue University, West Lafayette, IN. 
 
Teaching College Spanish (SPAN 519)    Fall 2008 
 Studied different approaches to second language acquisition.  
Explored various teaching techniques to enhance reading,  
speaking, listening and writing abilities for college students.  
Created assessment rubrics for every language level and  
observed various classes. Made a poster presentation with 
all results and conclusions. Developed teaching portfolio. 
 
OTHER WORK EXPERIENCE 
 
Online Instructor        2014-present 
 English and Spanish Languages, Business English 
 ACCENT Language Center, Moscow, Russia 
  
Freelance Translator      2007-present 
Languages: English, Russian, Spanish, Armenian 
Contracts with: Word Perfect Translations, Czech Translations,  
Vinatranet Bangkok, Translate Plus 
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Synchronized Live Stream Translator    April 2011 
English-Spanish-English for UNESCO, West Lafayette, IN 
 
Translator, Interpreter      Summer 2007 
English-Armenian-English for “Golden Apricot”  
International Movie Awards in Yerevan, Armenia 
 
Translator        Spring 2007 
English-Russian-English for Kentucky Environmental  
Management, Chemical Weapons Working Group. Berea, KY 
 
PROFESSIONAL MEMBERSHIPS  
    
American Association of Teachers of Spanish and Portuguese (AATSP)  
American Society for Theater Research (ASTR)     
Association of History, Literature, Science and Technology (AHLiST)  
Cervantes Society of America       
Modern Language Association (MLA)      





English, Spanish, Russian: near-native  
Portuguese: beginner  
Italian, Latin: reading knowledge  
 
